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Abstract	  
	  
	  
Assemblage	  in	  Practice:	  Artists,	  Ethnography	  and	  Display	  in	  Postwar	  
London	  (1948-­‐85)	  
	  
This	  thesis	  examines	  the	  relevance	  of	  assemblage	  for	  the	  ways	  artists	  engaged	  with	  
ethnographic	  objects	  in	  postwar	  London	  and	  questions	  the	  usefulness	  of	  assemblage	  as	  a	  
model	  for	  cultural	  analysis	  in	  art	  history.	  	  Art	  historians	  now	  recognise	  that	  in	  the	  postwar	  
period	  assemblage	  was	  interpreted	  by	  artists	  not	  simply	  as	  a	  formal	  category	  but	  as	  an	  act	  
of	  engagement	  with	  their	  environment.	  	  This	  scholarship	  has	  renewed	  analogies	  between	  
art	  practice	  and	  anthropology	  which	  this	  thesis	  explores	  in	  an	  expanded	  context.	  	  It	  focuses	  
on	  the	  changing	  status	  of	  ethnographic	  objects	  in	  experimental	  exhibition	  projects	  in	  
London	  and	  the	  interdisciplinary	  debates	  that	  they	  generated.	  	  I	  show	  that	  multiple,	  
conflicting	  narratives	  of	  the	  object	  were	  entangled	  with	  new	  ideas	  about	  how	  gallery	  
spaces	  could	  or	  should	  be	  used	  to	  engage	  with	  changing	  definitions	  of	  culture	  in	  postwar	  
society.	  	  Crucially,	  this	  thesis	  reinstates	  the	  different	  definitions	  of	  art	  and	  cultural	  identity	  
being	  negotiated	  in	  London	  in	  the	  postwar	  period.	  	  	  
	   The	  first	  three	  chapters	  introduce	  the	  different	  ways	  that	  juxtapositions	  of	  
ethnographic	  objects	  and	  modern	  art	  were	  interpreted	  by	  artists	  and	  anthropologists	  at	  the	  
Institute	  of	  Contemporary	  Arts	  in	  London	  between	  1948	  and	  1968.	  	  The	  final	  two	  chapters	  
engage	  with	  the	  new	  questions	  that	  were	  raised	  about	  the	  relationship	  between	  art	  and	  
society	  in	  the	  1970s	  and	  the	  impact	  this	  had	  on	  approaches	  to	  exhibition-­‐making	  and	  
assemblage	  at	  the	  ICA	  and	  the	  British	  Museum.	  	  These	  interdisciplinary	  strands	  of	  debate	  
are	  brought	  together	  to	  reconsider	  Eduardo	  Paolozzi’s	  exhibition	  at	  the	  Museum	  of	  
Mankind	  in	  1985	  and	  the	  different	  ways	  that	  his	  assemblage-­‐based	  practice	  was	  
interpreted.	  	  	  I	  use	  these	  contexts	  to	  address	  two	  main	  research	  questions:	  What	  was	  the	  
impact	  of	  assemblage	  on	  the	  ways	  that	  artists	  engaged	  with	  ethnographic	  objects	  in	  
postwar	  London?	  And,	  how	  useful	  is	  assemblage	  as	  a	  methodological	  approach	  in	  art	  
history?	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Introduction	  
	  
The	  status	  of	  the	  object	  in	  art	  practice	  changed	  significantly	  in	  the	  second	  half	  of	  the	  
twentieth	  century	  as	  artists	  explored	  new	  ways	  of	  making	  and	  displaying	  their	  work.	  	  In	  the	  
postwar	  period	  an	  increasing	  number	  of	  artists	  turned	  to	  assemblage	  as	  a	  way	  of	  engaging	  
with	  the	  complex	  reality	  of	  their	  immediate	  surroundings,	  reacting	  in	  part	  against	  fixed	  
definitions	  of	  the	  artwork	  as	  a	  reified,	  autonomous	  object.	  	  Exhibitions	  were	  envisaged	  as	  
spaces	  for	  dynamic	  interactions	  between	  different	  kinds	  of	  objects	  and	  between	  objects	  
and	  people.	  	  In	  London	  in	  the	  1950s,	  this	  was	  embraced	  and	  developed	  by	  artists	  
associated	  with	  the	  Independent	  Group	  including	  Eduardo	  Paolozzi,	  Nigel	  Henderson	  and	  
Richard	  Hamilton.	  	  Their	  fascination	  with	  how	  people	  interact	  with	  an	  expanded	  field	  of	  
material	  culture	  fuelled	  analogies	  with	  anthropology	  and	  brought	  out	  new	  approaches	  to	  
ethnographic	  objects	  and	  images.	  	  This	  shift,	  I	  argue,	  has	  not	  been	  fully	  addressed	  in	  art	  
historical	  accounts	  of	  the	  relationship	  between	  art	  practice,	  ethnography	  and	  display.	  
	   To	  engage	  with	  the	  new	  approaches	  to	  ethnographic	  objects	  that	  emerged	  in	  this	  
context,	  this	  thesis	  recovers	  a	  specific	  set	  of	  relationships	  between	  the	  Institute	  of	  
Contemporary	  Arts	  in	  London	  and	  the	  British	  Museum.	  	  It	  examines	  how	  this	  relationship	  
changed	  in	  a	  period	  that	  takes	  the	  growing	  enthusiasm	  for	  assemblage	  in	  art	  practice	  in	  the	  
late	  1940s	  as	  its	  starting	  point.	  	  In	  particular,	  it	  explores	  the	  relationship	  between	  this	  way	  
of	  working	  and	  the	  assemblage-­‐based	  approaches	  to	  the	  collection	  and	  display	  of	  museum	  
ethnography	  that	  gained	  precedence	  in	  the	  1970s	  and	  early	  1980s.	  	  To	  do	  this,	  the	  chapters	  
that	  follow	  focus	  on	  a	  series	  of	  projects	  that	  brought	  artists	  and	  anthropologists	  together	  
to	  debate	  the	  relationship	  between	  art	  practice,	  ethnography	  and	  display	  between	  1948	  
and	  1985.	  	  In	  these	  debates,	  multiple,	  conflicting	  narratives	  of	  the	  object	  were	  entangled	  
with	  new	  ideas	  about	  how	  the	  gallery	  space	  could	  or	  should	  be	  used	  to	  engage	  with	  the	  
changing	  definitions	  of	  culture	  in	  postwar	  society.	  	  This	  thesis	  examines	  these	  approaches,	  
reinstating	  the	  impact	  of	  the	  different	  ideas	  about	  art	  and	  cultural	  identity	  that	  were	  being	  
negotiated	  in	  this	  period.	  	  It	  addresses	  two	  main	  research	  questions:	  What	  was	  the	  impact	  
of	  assemblage	  on	  the	  ways	  that	  artists	  engaged	  with	  ethnographic	  objects	  in	  postwar	  
London?	  And,	  how	  useful	  is	  assemblage	  as	  a	  methodological	  approach	  in	  art	  history?	  	  Both	  
questions	  embrace	  the	  contradictions	  and	  complexity	  of	  specific	  historical	  circumstances	  
and	  the	  fluid,	  multifaceted	  role	  that	  objects	  play	  within	  them.	  	   	  
The	  interpretation	  of	  ethnographic	  objects	  in	  exhibitions	  was	  rigorously	  debated	  in	  
London	  by	  Herbert	  Read,	  Roland	  Penrose,	  Edmund	  Leach	  and	  William	  Fagg	  in	  the	  postwar	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period.	  	  By	  the	  1970s	  their	  positions	  were	  being	  challenged	  by	  new	  approaches	  advocated	  
by	  Jonathan	  Benthall,	  Malcolm	  McLeod,	  David	  Medalla,	  Susan	  Hiller	  and	  Rasheed	  Araeen.	  	  
In	  the	  final	  chapter	  of	  this	  thesis	  I	  use	  the	  changing	  status	  of	  the	  object	  in	  these	  debates	  to	  
reflect	  on	  the	  critical	  reception	  of	  Eduardo	  Paolozzi’s	  assemblage-­‐based	  exhibition	  Lost	  
Magic	  Kingdoms	  which	  opened	  at	  the	  Museum	  of	  Mankind	  in	  1985.	  	  This	  was	  the	  British	  
Museum’s	  first	  major	  exhibition	  project	  with	  a	  contemporary	  artist	  and	  was	  intended	  to	  
demonstrate	  the	  continuing	  relevance	  of	  its	  ethnography	  collections	  to	  artistic	  practice.	  	  
This	  thesis	  challenges	  the	  tendency	  to	  position	  Lost	  Magic	  Kingdoms	  as	  part	  of	  an	  
‘ethnographic	  turn’	  in	  art	  practice	  (or	  even	  as	  part	  of	  an	  ‘artistic	  turn’	  in	  anthropology	  and	  
ethnographic	  museology)	  in	  the	  1980s	  and	  1990s.	  	  Instead,	  it	  examines	  the	  project’s	  
dependency	  on	  the	  changing	  status	  of	  assemblage	  in	  the	  postwar	  period.	  	  What	  can	  this	  
history	  of	  conflicting	  ideas	  about	  art,	  display	  and	  cultural	  identity	  tell	  us	  about	  the	  
relevance	  of	  Paolozzi’s	  approach	  to	  ethnographic	  objects?	  How	  did	  his	  approach	  relate	  to	  
the	  emerging	  conditions	  of	  postmodernism?	  	  How	  did	  it	  relate	  to	  the	  changing	  conditions	  
of	  anthropology	  in	  London?	  	  Can	  these	  different,	  interdisciplinary	  strands	  of	  debate	  be	  
usefully	  examined	  together?	  These	  questions,	  I	  argue,	  allow	  for	  a	  more	  rigorous	  analysis	  of	  
assemblage	  as	  a	  practice,	  introducing	  perspectives	  that	  linear	  histories	  of	  a	  particular	  artist,	  
artistic	  movement,	  institution	  or	  debate	  can	  overlook.	   	  
	  
Thesis	  Overview	  
For	  its	  chronological	  framework	  this	  thesis	  uses	  the	  connections	  that	  Paolozzi	  made	  
between	  his	  projects	  with	  the	  Independent	  Group	  in	  the	  1950s	  and	  his	  presentation	  of	  Lost	  
Magic	  Kingdoms	  in	  1985.	  	  This	  is	  broad,	  and	  the	  material	  that	  I	  address	  is	  therefore	  
selective.	  	  Rather	  than	  individual	  artists	  or	  works,	  this	  thesis	  centres	  on	  a	  series	  of	  
exhibition	  projects	  and	  the	  discussions	  that	  took	  place	  around	  them	  that	  illuminate	  the	  
changing	  relationship	  between	  the	  ICA	  and	  the	  British	  Museum	  in	  this	  period.	  	  This	  material	  
is	  used	  to	  introduce	  the	  potential	  of	  examining	  the	  links	  between	  projects	  that	  have	  
previously	  been	  historicised	  according	  to	  separate	  disciplinary	  narratives.	  	  I	  argue	  that	  this	  
interdisciplinary	  approach,	  which	  has	  parallels	  with	  assemblage,	  allows	  for	  a	  more	  complex	  
account	  of	  the	  changing	  material	  and	  cultural	  environment	  that	  Paolozzi	  was	  working	  in.	  	  
The	  changing	  status	  of	  ethnographic	  objects	  within	  this	  environment	  is	  used	  to	  
demonstrate	  the	  differences	  between	  what	  assemblage	  meant	  at	  the	  ICA	  in	  the	  1950s	  and	  
what	  it	  meant	  at	  the	  Museum	  of	  Mankind	  in	  the	  1980s.	   	   	  
	   4	  
Given	  the	  diverse	  material	  addressed,	  I	  will	  begin	  by	  outlining	  the	  scope	  of	  each	  
chapter.	  	  This	  will	  provide	  a	  context	  for	  introducing	  the	  different	  fields	  of	  scholarship	  that	  I	  
have	  drawn	  on	  to	  study	  the	  changing	  status	  of	  ethnographic	  objects	  and	  assemblage	  in	  
postwar	  London.	  	  	  
	  
Chapter	  1:	  Assemblage	  in	  Practice	  at	  the	  ICA	  in	  1948	  
The	  founding	  committee	  for	  the	  Institute	  of	  Contemporary	  Arts	  envisaged	  a	  workshop	  
environment	  that	  would	  encourage	  the	  flow	  of	  ‘vital	  ideas’	  amongst	  creative	  practitioners	  
and	  a	  wider	  public,	  through	  interdisciplinary	  exhibitions,	  discussions	  and	  performances.	  	  
This	  innovative	  institutional	  model,	  with	  its	  forward-­‐looking	  emphasis	  on	  process	  and	  
engagement,	  was	  crucial	  in	  nurturing	  a	  new	  generation	  of	  experimental	  practitioners	  in	  
London,	  seeking	  to	  redefine	  the	  relationship	  between	  art	  and	  postwar	  society.	  	  This	  thesis	  
begins	  by	  exploring	  the	  new	  approaches	  to	  objects	  and	  display	  embedded	  in	  the	  ICA’s	  
institutional	  vision	  through	  its	  first	  two	  exhibitions:	  40	  Years	  of	  Modern	  Art	  (1948)	  and	  
40,000	  Years	  of	  Modern	  Art	  (1948).	  	  This	  second,	  more	  experimental	  exhibition	  
demonstrates	  the	  enthusiasm	  at	  the	  ICA	  from	  the	  outset	  for	  engaging	  with	  anthropologists	  
and	  for	  exhibiting	  ethnographic	  objects	  as	  part	  of	  their	  vision.	  	  This	  was	  heavily	  influenced	  
by	  the	  committee’s	  experiences	  of	  surrealism.	  	  However,	  it	  was	  the	  new	  relationships	  that	  
they	  established	  with	  the	  Royal	  Anthropological	  Institute	  and	  the	  British	  Museum	  through	  
this	  exhibition	  that	  underpinned	  the	  interpretation	  of	  ethnographic	  objects	  at	  the	  ICA	  until	  
the	  late	  1970s.	  	  This	  chapter	  introduces	  the	  conflicting	  ideas	  about	  how	  ethnographic	  
objects	  should	  be	  interpreted	  by	  artists	  that	  were	  put	  forward	  by	  Herbert	  Read,	  William	  
Fagg	  and	  Edmund	  Leach	  in	  response	  to	  40,000	  Years	  of	  Modern	  Art.	  	  Their	  different	  
responses	  to	  this	  exhibition	  are	  threads	  that	  run	  through	  this	  thesis.	  
	  
Chapter	  2:	  Anthropology	  and	  its	  Objects	  at	  the	  ICA	  in	  the	  1950s	  
In	  the	  1950s	  the	  ICA	  presented	  experimental	  exhibitions	  associated	  with	  the	  Independent	  
Group,	  exploring	  expanded	  definitions	  of	  culture	  and	  display,	  alongside	  a	  series	  of	  
‘ethnographical	  exhibitions’	  organised	  by	  Fagg	  and	  Read.	  	  Thus,	  at	  the	  ICA	  innovative	  
approaches	  to	  the	  relationship	  between	  material	  culture	  and	  artistic	  practice	  were	  
interwoven	  with	  more	  conservative	  definitions	  of	  ethnography	  and	  ‘primitive’	  art.	  	  This	  
suggests	  that	  two	  distinct	  relationships	  with	  anthropology	  and	  its	  objects	  informed	  the	  IG’s	  
cultural	  continuum	  and	  their	  mode	  of	  anthropological	  thinking.	  	  This	  chapter	  examines	  this	  
through	  the	  following	  series	  of	  exhibitions	  at	  the	  ICA:	  Growth	  and	  Form	  (1951),	  Wonder	  
and	  Horror	  of	  the	  Human	  Head	  (1953),	  Parallel	  of	  Life	  and	  Art	  (1953),	  Lost	  Wax:	  Metal	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Casting	  on	  the	  Guinea	  Coast	  (1957),	  and	  Bark	  Paintings:	  Aboriginal	  Art	  of	  Australia	  (1957).	  	  	  
It	  shows	  how	  these	  contexts	  can	  support	  a	  more	  expansive	  reading	  of	  Eduardo	  Paolozzi’s	  
lost	  wax	  bronzes	  by	  opening	  up	  previously	  overlooked	  facets	  of	  the	  material	  and	  
intellectual	  environment	  that	  his	  work	  was	  responding	  to.	  	  
	  
Chapter	  3:	  Tradition	  and	  Modernity	  in	  the	  Contemporary	  Arts	  in	  the	  1960s	  
This	  chapter	  explores	  how	  an	  attitude	  to	  ‘tribal	  art’	  held	  by	  Fagg	  was	  extended	  to	  the	  
selection	  and	  presentation	  of	  work	  by	  contemporary	  practitioners	  at	  the	  ICA	  and	  the	  
tensions	  that	  this	  generated.	  	  This	  informed	  the	  ICA	  exhibitions	  Two	  Painters	  from	  Africa	  
(1963),	  Popular	  Art	  of	  Africa	  (1965)	  and	  Contemporary	  Art	  from	  Africa	  (1967).	  	  In	  these	  
exhibitions	  the	  ICA’s	  vision	  of	  a	  primal	  aesthetic	  force,	  connecting	  artworks	  across	  time	  and	  
space	  re-­‐emerged.	  	  An	  emphasis	  on	  discovering	  and	  preserving	  indigenous	  cultural	  
practices	  conflicted	  with	  attempts	  to	  position	  the	  contemporary	  arts	  as	  a	  forward	  looking,	  
transnational	  movement,	  engaged	  with	  the	  shared	  ideas	  and	  visual	  strategies	  of	  individual	  
practitioners.	  	  I	  discuss	  the	  display	  and	  interpretation	  of	  Paolozzi’s	  assemblage-­‐based	  works	  
in	  this	  context,	  where	  fixed	  distinctions	  between	  ‘Western’	  and	  ‘non-­‐Western’	  creative	  
practices	  were	  being	  reaffirmed.	  	  	  
	  
Chapter	  4:	  Artists,	  Ethnography	  and	  Resistance	  in	  the	  1970s	  
The	  emphasis	  on	  politically	  engaged,	  conceptual	  practice	  that	  gained	  prominence	  amongst	  
experimental	  artists	  in	  London	  in	  the	  1970s	  reconfigured	  their	  relationship	  with	  
anthropology	  and	  its	  objects.	  	  At	  the	  same	  time,	  an	  anthropology	  of	  art	  was	  becoming	  
established	  amongst	  anthropologists	  in	  London,	  reinvigorating	  the	  relevance	  of	  
ethnographic	  collections	  and	  museums.	  	  These	  fields	  of	  activity	  were	  brought	  together	  in	  
two	  discussion	  programmes	  at	  the	  ICA	  in	  1971	  and	  1976,	  which	  are	  the	  focus	  of	  this	  
chapter.	  	  The	  interdisciplinary	  programme	  ‘The	  Body	  as	  a	  Medium	  of	  Expression’,	  
coordinated	  by	  Jonathan	  Benthall	  ran	  from	  1971-­‐2	  at	  the	  ICA	  and	  included	  the	  exhibitions	  
Shona	  Sculptors	  of	  Rhodesia	  (1972)	  and	  People	  Weave	  a	  House!	  (1972)	  by	  David	  Medalla	  
and	  John	  Dugger.	  	  The	  ‘Anthropology	  and	  Art’	  lecture	  programme	  ran	  throughout	  1976	  at	  
the	  ICA.	  	  The	  related	  exhibitions	  discussed	  in	  this	  chapter	  include	  Sacred	  Circles:	  Two	  
Thousand	  Years	  of	  North	  American	  Art	  (1976)	  at	  the	  Hayward	  Gallery	  and	  a	  series	  of	  
exhibitions	  at	  the	  Artists	  for	  Democracy	  project	  space,	  run	  by	  David	  Medalla.	  	  Conflicting	  
ideas	  about	  the	  identity	  and	  agency	  of	  the	  artist,	  the	  relevance	  of	  ethnographic	  objects	  and	  
the	  possibilities	  of	  display	  highlight	  the	  complex	  and	  volatile	  relationship	  emerging	  in	  this	  
period	  between	  artists,	  anthropologists	  and	  their	  institutions.	  	  I	  focus	  on	  the	  approaches	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taken	  by	  the	  artists	  David	  Medalla,	  Susan	  Hiller	  and	  Rasheed	  Araeen,	  all	  of	  whom	  went	  on	  
to	  become	  key	  figures	  in	  the	  movement	  towards	  a	  ‘new	  internationalism’	  in	  British	  art.	  	  	  
	  
Chapter	  5:	  Assemblage	  in	  Practice	  at	  the	  Museum	  of	  Mankind	  in	  the	  1970s	  and	  early	  1980s	  
The	  collection	  and	  display	  of	  ethnography	  at	  the	  British	  Museum	  was	  transformed	  in	  the	  
1970s	  by	  the	  opening	  of	  the	  Museum	  of	  Mankind	  and	  by	  a	  renewed	  interest	  in	  material	  
culture	  amongst	  academic	  anthropologists.	  	  This	  chapter	  explores	  this	  transition	  through	  
the	  definitions	  of	  art	  used	  in	  the	  Museum	  of	  Mankind’s	  inaugural	  exhibitions	  in	  1970,	  led	  
by	  William	  Fagg	  as	  Keeper	  of	  Ethnography,	  and	  the	  changes	  that	  took	  place	  when	  he	  was	  
succeeded	  by	  Malcolm	  McLeod	  in	  1974.	  	  McLeod	  prioritised	  the	  acquisition	  and	  display	  of	  
thoroughly	  documented	  and	  expansive	  ethnographic	  fieldwork	  collections,	  which	  were	  
used	  to	  ask	  new	  questions	  about	  material	  culture	  in	  ‘non-­‐Western’	  societies.	  	  With	  the	  
support	  of	  Edmund	  Leach,	  who	  was	  a	  trustee	  at	  the	  British	  Museum	  between	  1975	  and	  
1980,	  McLeod	  attempted	  to	  make	  the	  collections	  and	  an	  anthropological	  way	  of	  thinking	  
more	  accessible	  to	  the	  general	  public	  through	  innovative	  displays,	  workshops	  and	  
discussions,	  with	  a	  view	  to	  challenging	  fixed	  definitions	  of	  culture.	  	  	   	  
	   McLeod	  and	  Paolozzi	  became	  friends	  in	  1978.	  	  Paolozzi’s	  shared	  interest	  in	  
challenging	  the	  culture	  of	  museum	  display	  is	  evident	  in	  his	  work	  of	  this	  period.	  	  For	  
example,	  he	  produced	  the	  print	  series	  Blueprint	  for	  a	  New	  Museum	  in	  1980,	  ‘to	  counteract	  
and	  perhaps	  contradict	  our	  tendency	  to	  isolate	  phenomena	  and	  impose	  a	  separateness	  of	  
the	  object’,	  proposing	  instead	  ‘an	  endless	  set	  of	  combinations’.1	  	  In	  1982	  Paolozzi	  and	  
McLeod	  began	  a	  series	  of	  informal	  visits	  to	  the	  Museum	  of	  Mankind’s	  new	  storage	  facility	  
to	  look	  through	  boxes	  of	  unexhibited	  objects.	  	  These	  visits	  evolved	  into	  plans	  for	  the	  
exhibition	  project	  Lost	  Magic	  Kingdoms	  which	  opened	  at	  the	  Museum	  of	  Mankind	  in	  1985.	  	  
This	  chapter	  presents	  a	  detailed	  account	  of	  Paolozzi’s	  working	  method	  in	  Lost	  Magic	  
Kingdoms	  and	  the	  diverse	  responses	  that	  it	  generated.	  	  It	  shows	  that	  the	  historical	  contexts	  
addressed	  in	  the	  previous	  chapters	  of	  this	  thesis	  are	  crucial	  to	  understanding	  the	  impact	  of	  
Paolozzi’s	  project	  and	  to	  contextualising	  the	  relevance	  of	  his	  assemblage-­‐based	  approach	  
to	  ethnographic	  objects.	  
	  
Conclusion	  
A	  concluding	  chapter	  reflects	  on	  the	  contribution	  that	  the	  interdisciplinary	  material	  
addressed	  in	  this	  thesis	  can	  make	  to	  our	  understanding	  of	  the	  artworld	  in	  postwar	  London.	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  Eduardo	  Paolozzi,	  ‘Introduction’,	  Lost	  Magic	  Kingdoms	  and	  Six	  Paper	  Moons	  from	  Nahuatl,	  exhibition	  
catalogue,	  ed.	  Malcolm	  McLeod	  (London:	  British	  Museum	  Publications,	  1985),	  7.	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Fig.	  2.	  	  Eduardo	  Paolozzi,	  Blueprint	  for	  a	  New	  Museum,	  1980,	  screenprint,	  55.5	  x	  37.5cm.	  	  This	  print,	  which	  is	  
from	  a	  series	  of	  six,	  was	  reproduced	  in	  the	  opening	  pages	  of	  the	  exhibition	  catalogue	  for	  Lost	  Magic	  Kingdoms	  
in	  1985.	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Fields	  of	  Scholarship	  
This	  thesis	  draws	  on	  two	  fields	  of	  scholarship	  in	  histories	  of	  British	  art	  that,	  I	  argue,	  have	  
not	  been	  fully	  explored	  together.	  	  The	  first	  is	  a	  renewed	  interest	  in	  the	  diverse	  and	  
interdisciplinary	  practices	  that	  informed	  British	  art	  in	  the	  postwar	  period.	  	  In	  particular,	  the	  
focus	  on	  process,	  interaction	  and	  displacing	  fixed	  definitions	  of	  the	  artwork	  evident	  in	  new,	  
assemblage-­‐based	  approaches	  to	  art	  practice	  and	  display	  at	  the	  Institution	  of	  
Contemporary	  Arts.2	  	  The	  scholarship	  addressing	  this	  field	  continues	  to	  grow,	  with	  a	  
significant	  emphasis	  on	  practitioners	  associated	  with	  the	  Independent	  Group	  and	  their	  
impact	  on	  expanding	  definitions	  of	  culture	  in	  Britain.3	  	  	   	   	   	  
	   This	  thesis	  asks	  how	  the	  new	  approaches	  to	  art	  practice	  that	  emerged	  in	  this	  
context	  can	  inform	  debates	  about	  the	  changing	  conditions	  of	  cultural	  exchange	  in	  British	  
art.	  	  This	  second	  field	  of	  scholarship	  recognises	  that	  cultural	  interactions	  and	  exchanges	  
have	  been	  a	  defining	  force	  in	  British	  art.4	  	  As	  the	  Migrations	  (2012)	  exhibition	  at	  Tate	  
Britain	  acknowledged,	  these	  exchanges	  have	  a	  long	  history,	  drawing	  on	  the	  movement	  of	  
artists	  and	  the	  circulation	  of	  visual	  languages	  and	  ideas.	  	  Looking	  beyond	  the	  works	  
collected	  by	  Tate,	  Rupert	  Richard	  Arrowsmith	  has	  argued	  that	  the	  exchange	  of	  visual	  
languages	  is	  central	  to	  appreciating	  the	  significance	  of	  the	  British	  Museum’s	  ethnography	  
collections	  for	  early	  modernist	  artists.5	  	  Arrowsmith	  positions	  the	  Museum	  as	  ‘the	  West's	  
most	  significant	  hub	  of	  global	  aesthetic	  exchange	  during	  the	  years	  leading	  up	  to	  the	  First	  
World	  War’,	  and	  a	  significant	  force	  in	  shaping	  the	  development	  of	  modern	  sculpture.6	  	  
Importantly	  in	  relation	  to	  this	  thesis,	  Arrowsmith’s	  study	  seeks	  to	  dispel	  the	  persistence	  of	  
vague	  expressions	  such	  as	  ‘African-­‐style’,	  ‘Japanese	  aesthetics’,	  and	  ‘Indian	  influence’	  when	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2	  For	  a	  recent	  account	  of	  this	  see	  Elena	  Crippa	  and	  other	  authors,	  Exhibition,	  Design,	  Participation:	  ‘An	  Exhibit’,	  
1957	  and	  Related	  Projects	  (London:	  Afterall	  Books,	  2016).	  	  Recent	  overviews	  of	  the	  ICA’s	  activities	  include	  Anne	  
Massey	  and	  Gregor	  Muir,	  The	  Institute	  of	  Contemporary	  Arts,	  London:	  1946-­‐68	  (London:	  ICA,	  2014)	  and	  a	  series	  
of	  articles	  by	  Ben	  Cranfield	  who	  completed	  a	  collaborative	  doctoral	  project	  with	  the	  ICA	  in	  2010.	  	  His	  thesis	  is	  
titled	  ‘Between	  Anarchy	  and	  Technology:	  Key	  Experiments	  from	  the	  Archive	  of	  the	  Institute	  of	  Contemporary	  
Arts,	  London,	  1947-­‐1969’.	  	  Massey	  and	  Cranfield	  are	  currently	  supervising	  a	  collaborative	  doctoral	  project	  with	  
the	  ICA,	  for	  which	  Lucy	  Bayley	  is	  researching	  the	  ICA’s	  exhibition	  history.	  
3	  Early	  accounts	  include	  David	  Robbins,	  ed.,	  The	  Independent	  Group:	  Postwar	  Britain	  and	  the	  Aesthetics	  of	  
Plenty	  (Cambridge,	  MA	  and	  London:	  MIT	  Press,	  1990);	  Anne	  Massey,	  The	  Independent	  Group:	  Modernism	  and	  
Mass	  Culture	  in	  Britain,	  1945-­‐59	  (Manchester:	  Manchester	  University	  Press,	  1995);	  ‘The	  Independent	  Group’	  
edition	  of	  October	  94	  (Autumn	  2000),	  and	  Victoria	  Walsh,	  Nigel	  Henderson:	  Parallel	  of	  Life	  and	  Art	  (London:	  
Thames	  &	  Hudson,	  2001).	  	  More	  recent	  reflections	  have	  been	  brought	  together	  in	  ‘The	  New	  Brutalism’	  edition	  
of	  October	  135	  (Spring	  2011)	  and	  at	  conferences	  organised	  at	  the	  ICA	  by	  Anne	  Massey	  in	  2012	  and	  2013.	  	  
Massey	  reconsiders	  her	  account	  of	  the	  Independent	  Group	  in	  Out	  of	  the	  Ivory	  Tower:	  The	  Independent	  Group	  
and	  Popular	  Culture	  (Manchester:	  Manchester	  University	  Press,	  2013).	  	  	  
4	  This	  is	  acknowledged	  in	  the	  ‘British	  Art:	  Global	  Contexts’	  series,	  launched	  by	  Ashgate	  in	  2011	  and	  edited	  by	  
Jason	  Edwards,	  Sarah	  Monks,	  Sarah	  Victoria	  Turner	  and	  David	  Peters	  Corbett.	  	  See	  also	  activities	  associated	  
with	  the	  ‘Internationalism	  and	  Cultural	  Exchange	  Network’,	  established	  in	  2009,	  and	  Leon	  Wainwright’s	  
contribution	  to	  the	  ‘New	  Approaches	  to	  British	  Art,	  1939-­‐69’	  conference	  at	  the	  Courtauld	  Institute	  in	  2010.	  	  
5	  Rupert	  Richard	  Arrowsmith,	  Modernism	  and	  the	  Museum:	  Asian,	  African	  and	  Pacific	  Art	  and	  the	  London	  Avant-­‐
Garde	  (Oxford:	  Oxford	  University	  Press,	  2011).	  
6	  Ibid.,	  2.	  	  This	  was	  also	  acknowledged	  in	  the	  Royal	  Academy	  exhibition	  Modern	  British	  Sculpture	  (2011).	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discussing	  the	  relevance	  of	  museum	  collections	  to	  artists.	  	  He	  replaces	  this	  with	  a	  rigorous,	  
evidence-­‐based	  analysis	  of	  the	  circumstances	  under	  which	  artists	  in	  London	  encountered	  
artefacts	  from	  Africa,	  Japan,	  or	  India.7	  	  In	  this,	  Arrowsmith	  begins	  to	  break	  down	  the	  reified	  
oppositions	  of	  primitive	  and	  modern	  art	  that	  have	  dominated	  debates	  about	  the	  relevance	  
of	  ethnographic	  collections	  for	  artists,	  looking	  instead	  to	  the	  exchange	  of	  visual	  languages	  
and	  ideas	  that	  informed	  the	  production	  of	  modernist	  artworks.	  His	  focus	  on	  process	  and	  
interaction	  reanimates	  the	  significance	  of	  ethnographic	  objects	  for	  artists,	  and	  moves	  away	  
from	  the	  primitivist	  narrative	  of	  inevitable	  formal	  affinities.	  	  	  
	   The	  conditions	  of	  these	  different	  ‘cultural	  exchanges’	  in	  Britain	  changed	  
significantly	  in	  the	  second	  half	  of	  the	  twentieth	  century.	  	  Definitions	  of	  the	  artwork,	  of	  arts	  
institutions	  and	  of	  cultural	  identity	  were	  transformed,	  as	  new	  social	  and	  political	  orders	  
were	  established	  in	  Britain	  and	  abroad.8	  	  In	  recent	  art	  history,	  this	  has	  been	  addressed	  
primarily	  through	  the	  experiences	  of	  artists	  who	  moved	  to	  Britain	  in	  the	  postwar	  period	  
and	  the	  tensions	  surrounding	  the	  interpretation	  of	  their	  work	  by	  the	  British	  establishment.9	  	  
The	  impact	  that	  this	  had	  on	  artists’	  identification	  with	  a	  Black	  Arts	  movement	  in	  Britain	  in	  
the	  late	  1970s	  and	  1980s	  has	  also	  been	  recognised	  in	  recent	  scholarship.10	  	  However,	  the	  
changing	  status	  of	  ethnography	  and	  its	  objects	  for	  artists	  in	  the	  postwar	  period	  has	  not	  
been	  fully	  explored.	  	  Art	  historical	  research	  has	  continued	  to	  focus	  on	  early	  modernist	  
artists’	  ‘discovery’	  of	  ethnographic	  objects	  in	  museums	  and	  on	  the	  surrealists’	  more	  
complex	  engagements	  with	  ethnography	  in	  Paris	  in	  the	  1920s	  and	  1930s.11	  	  While	  these	  
practices	  continued	  to	  influence	  artists’	  interest	  in	  ethnographic	  objects	  in	  the	  postwar	  
period,	  new	  ideas	  about	  art,	  ethnography,	  display	  and	  cultural	  identity	  transformed	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7	  Ibid.,	  1.	  	  
8	  For	  a	  recent	  account	  see	  Simon	  Faulkner	  and	  Anandi	  Ramamurthy,	  Visual	  Culture	  and	  Decolonisation	  in	  Britain	  
(Farnham:	  Ashgate,	  2006).	  
9	  Recent	  accounts	  that	  have	  informed	  the	  development	  of	  this	  thesis	  include	  Leon	  Wainwright,	  Timed	  Out:	  Art	  
and	  the	  Transnational	  Caribbean	  (Manchester:	  Manchester	  University	  Press,	  2011);	  Courtney	  J	  Martin,	  
‘Rasheed	  Araeen,	  Live	  Art,	  and	  Radical	  Politics	  in	  Britain’,	  Getty	  Research	  Journal	  2	  (2010);	  Jean	  Fisher,	  ‘The	  
Other	  Story	  and	  the	  Past	  Imperfect’,	  Tate	  Papers	  12	  (Autumn	  2009),	  last	  accessed	  December	  2016.	  	  The	  
exhibition	  The	  Other	  Story:	  Afro-­‐Asian	  Artists	  in	  Post-­‐War	  Britain,	  organised	  by	  Rasheed	  Araeen	  at	  the	  Hayward	  
Gallery	  in	  1989	  was	  an	  important	  early	  attempt	  to	  incorporate	  this	  into	  British	  art	  history,	  as	  was	  the	  journal	  
Third	  Text,	  established	  by	  Araeen	  in	  1987.	  	  This	  approach	  was	  developed	  through	  work	  with	  contemporary	  
artists	  at	  the	  Institute	  for	  International	  Visual	  Arts	  in	  London	  (inIVA),	  which	  opened	  in	  1994.	  
10	  Eddie	  Chambers,	  Black	  Artists	  in	  British	  Art:	  A	  History	  Since	  1950	  (London	  and	  New	  York:	  IB	  Taurus	  &	  Co.,	  
2014).	  	  See	  also	  the	  AHRC-­‐funded	  research	  project	  Black	  Artists	  and	  Modernism,	  launched	  in	  2015	  to	  refocus	  
the	  attention	  of	  art	  history	  in	  this	  field	  on	  the	  artwork	  as	  opposed	  to	  ethnicity	  and	  identity.	  
11	  Recent	  critical	  reconsiderations	  of	  these	  fields	  include	  Arrowsmith	  (2011);	  Adam	  Jolles,	  The	  Curatorial	  Avant-­‐
Garde:	  Surrealism	  and	  Exhibition	  Practice	  in	  France	  1925-­‐41,	  (Pennsylvania:	  Pennsylvania	  State	  University	  Press,	  
2013);	  Julia	  Kelly,	  Art,	  Ethnography	  and	  the	  Life	  of	  Objects:	  Paris	  c.1925-­‐35	  (Manchester:	  Manchester	  University	  
Press,	  2007);	  and	  Louise	  Tythacott,	  Surrealism	  and	  the	  Exotic	  (London	  and	  New	  York:	  Routledge,	  2003).	  	  For	  an	  
overview	  of	  texts	  relating	  to	  primitivism	  in	  art	  history	  see	  the	  preface	  and	  introduction	  to	  Jack	  Flam	  and	  Miriam	  
Deutch,	  eds.,	  Primitivism	  and	  Twentieth-­‐Century	  Art:	  A	  Documentary	  History	  (Berkeley,	  LA	  and	  London:	  
University	  of	  California	  Press,	  2003).	  	  Significantly	  for	  this	  thesis,	  debates	  that	  took	  place	  between	  1950	  and	  
1985	  are	  almost	  entirely	  overlooked	  in	  this	  anthology,	  as	  is	  the	  British	  context	  in	  general.	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ways	  that	  artists	  encountered	  and	  interpreted	  ethnographic	  objects.12	  	  This	  thesis	  looks	  
specifically	  at	  how	  this	  was	  negotiated	  through	  exhibition	  projects	  in	  London,	  with	  a	  focus	  
on	  the	  changing	  relationship	  between	  the	  British	  Museum	  and	  the	  Institute	  of	  
Contemporary	  Arts.	  	  	  The	  ICA’s	  ethnographic	  exhibitions	  and	  their	  ongoing	  collaborations	  
with	  anthropologists	  have	  not	  been	  fully	  explored	  despite	  significant	  attention	  to	  the	  
history	  of	  the	  ICA	  in	  recent	  scholarship.	  	  I	  show	  that	  the	  new	  ideas	  about	  art	  and	  cultural	  
identity	  that	  emerged	  in	  this	  context	  were	  crucial	  to	  the	  critical	  re-­‐evaluations	  of	  the	  
relationship	  between	  art	  practice	  and	  anthropology	  that	  escalated	  in	  the	  1980s	  and	  1990s.	  	  	  
The	  chapters	  that	  follow	  examine	  the	  potential	  of	  bringing	  these	  fields	  of	  
scholarship	  together	  to	  show	  how	  the	  relevance	  of	  ethnographic	  objects	  and	  assemblage	  
changed	  for	  artists	  and	  anthropologists	  over	  the	  course	  of	  the	  postwar	  period.13	  	  I	  use	  
these	  contexts	  to	  critically	  reflect	  on	  the	  different	  ways	  that	  Eduardo	  Paolozzi’s	  
assemblage-­‐based	  practice	  and	  its	  affinities	  with	  anthropology	  have	  been	  interpreted.	  	  	  	  	  	  	  	  
	  
Approaches	  to	  Assemblage	  in	  Art	  Practice	  and	  Anthropology	  	  	  
The	  British	  art	  critic	  Lawrence	  Alloway	  recognised	  that	  the	  new	  approaches	  to	  assemblage	  
that	  artists	  in	  London	  were	  experimenting	  with	  in	  the	  1950s	  had	  allowed	  for	  a	  new	  
relationship	  with	  anthropology.	  	  He	  elaborated	  on	  this	  in	  an	  article	  titled	  ‘Anthropology	  and	  
Art	  Criticism’	  (1971)	  where	  he	  proposed	  that	  rather	  than	  regarding	  the	  science	  of	  
anthropology	  as	  a	  source	  of	  forms,	  ‘a	  fund	  of	  idols	  and	  totems’,	  artists	  were	  ‘regarding	  our	  
own,	  our	  present,	  society	  in	  a	  way	  analogous	  to	  anthropology’.14	  	  Alloway	  positioned	  this	  
way	  of	  working	  as	  an	  alternative	  to	  formalist	  interpretations	  of	  art	  as	  a	  self-­‐contained	  
autonomous	  object,	  as	  promoted	  by	  Roger	  Fry	  and	  Clement	  Greenberg,	  referring	  his	  
readers	  to	  the	  work	  that	  Eduardo	  Paolozzi	  and	  Richard	  Hamilton	  had	  been	  making	  in	  the	  
1950s.15	  	  Alloway	  recognised	  that	  these	  artists	  were	  not	  simply	  incorporating	  found	  objects	  
and	  images	  into	  traditionally	  organised	  works,	  but	  were	  (like	  anthropologists)	  attempting	  
to	  present	  their	  source	  material	  ‘in	  a	  way	  which	  is	  an	  analogy	  to	  the	  way	  it	  occurs	  in	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12	  The	  French	  context	  for	  this	  has	  been	  usefully	  examined	  in	  an	  interdisciplinary	  study	  by	  Daniel	  J	  Sherman,	  
French	  Primitivism	  and	  the	  Ends	  of	  Empire:	  1945-­‐1975	  (Chicago	  and	  London:	  University	  of	  Chicago	  Press,	  2011).	  
13	  The	  significance	  of	  assemblage	  for	  art	  practice	  in	  this	  period	  was	  the	  topic	  of	  Assemblage,	  Bricolage	  and	  the	  
Obsolete,	  a	  symposium	  at	  the	  Henry	  Moore	  Institute,	  Leeds	  in	  2006,	  organised	  by	  Jo	  Applin,	  Anna	  Dezeuze	  and	  
Julia	  Kelly.	  	  Many	  of	  the	  speakers	  made	  references	  to	  affinities	  with	  anthropology,	  notably	  Julia	  Kelly	  whose	  
paper	  was	  titled	  ‘The	  Anthropology	  of	  Assemblage’.	  	  These	  papers	  were	  published	  in	  a	  special	  edition	  of	  Art	  
Journal	  67:1	  (Spring	  2008).	  
14	  Lawrence	  Alloway,	  ‘Anthropology	  and	  Art	  Criticism’,	  originally	  published	  in	  Arts	  Magazine	  45:4	  (February	  
1971)	  and	  reproduced	  in	  Imagining	  the	  Present:	  Context,	  content	  and	  the	  role	  of	  the	  critic,	  ed.	  Richard	  Kalina,	  
(London	  and	  New	  York:	  Routledge,	  2006),	  173.	  
15	  Ibid.,	  172.	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environment’.16	  	   	   	   	   	   	   	  	  	  	   	   	  
	   The	  relevance	  of	  anthropology	  for	  Paolozzi	  and	  other	  artists	  associated	  with	  the	  
Independent	  Group	  has	  been	  revisited	  in	  recent	  scholarship.17	  	  For	  example,	  the	  art	  
historian	  Catherine	  Spencer	  describes	  Alloway’s	  anthropological	  analogy	  as	  ‘encapsulating	  
the	  IG’s	  obsession	  with	  defining	  ‘culture’	  as	  the	  sum	  of	  myriad	  interconnections,	  an	  
understanding	  that	  undermines	  categorical	  distinctions	  between	  new	  brutalism	  and	  pop’.	  18	  	  
She	  argues	  that	  ‘the	  anthropological	  affinity	  was	  central	  to	  IG	  practice,	  informing	  their	  dual	  
sensitivity	  to	  the	  material	  and	  psychological	  affects	  of	  an	  image	  or	  object,	  and	  their	  
resulting	  conception	  of	  how	  these	  affects	  shape	  the	  relationship	  between	  individual,	  
environment,	  and	  social	  group’.19	  	  Spencer	  rigorously	  addresses	  the	  ‘bricolage’	  of	  
influences	  that	  shaped	  the	  IG’s	  affinity	  with	  anthropological	  thinking,	  including	  the	  legacy	  
of	  overlaps	  between	  surrealism	  and	  ethnography,	  documentary	  practice,	  social	  
anthropology,	  structuralism	  and	  the	  pressures	  of	  mass	  consumption.20	  	  However,	  while	  she	  
convincingly	  presents	  the	  emergence	  of	  an	  experimental	  ‘anthropology	  of	  ourselves’	  
amongst	  the	  IG,	  this	  definition	  of	  anthropology	  was	  not	  widely	  recognised	  in	  1950s	  
Britain.21	  	  This	  raises	  a	  broader	  historical	  question	  about	  how	  the	  processes	  of	  assemblage	  
used	  by	  the	  Independent	  Group	  related	  to	  the	  more	  dominant	  modes	  of	  anthropological	  
thinking	  about	  objects,	  images	  and	  display	  being	  debated	  at	  the	  ICA	  in	  this	  period	  and	  the	  
extent	  to	  which	  this	  influenced	  their	  practices.	  	  This	  expanded	  historical	  context	  allows	  for	  
new	  interpretations	  of	  the	  analogies	  that	  were	  made	  with	  anthropology	  at	  the	  time.	  	  In	  
particular,	  it	  opens	  up	  the	  associations	  that	  were	  carried	  by	  the	  IG’s	  references	  to	  
ethnographic	  objects	  and	  images	  in	  the	  1950s.	  	  	   	   	   	   	   	  
	   Similarly,	  although	  Spencer	  acknowledges	  ‘the	  shadow	  of	  the	  primitive’	  in	  her	  
comments	  about	  the	  limits	  of	  using	  anthropology	  as	  a	  ‘structuring	  metaphor’,	  the	  
questions	  that	  this	  raises	  about	  the	  boundaries	  of	  the	  IG’s	  engagement	  with	  the	  ‘real	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16	  Alloway	  made	  this	  distinction	  explicit	  in	  his	  contribution	  to	  a	  symposium	  that	  took	  place	  during	  The	  Art	  of	  
Assemblage	  exhibition	  at	  the	  Museum	  of	  Modern	  Art,	  New	  York	  in	  October	  1961.	  	  This	  comment	  is	  recorded	  in	  
an	  edited	  transcript	  of	  the	  symposium	  discussion,	  reproduced	  in	  Essays	  on	  Assemblage,	  ed.	  John	  Elderfield	  	  
(New	  York:	  The	  Museum	  of	  Modern	  Art,	  1992),	  140.	  
17	  Catherine	  Spencer,	  ‘The	  Independent	  Group’s	  ‘Anthropology	  of	  Ourselves’’,	  Art	  History	  35:2	  (April	  2012).	  	  
Spencer	  acknowledges	  that	  the	  full	  significance	  of	  anthropology	  for	  the	  Independent	  Group	  has	  not	  received	  
sustained	  attention,	  316.	  	  See	  also	  Hal	  Foster,	  ‘Savage	  Minds	  (A	  Note	  on	  Brutalist	  Bricolage)’,	  October	  136	  
(Spring	  2011).	  	  For	  an	  earlier	  discussion	  of	  Paolozzi’s	  ‘more	  vital	  sense	  of	  anthropology’	  see	  David	  Robbins,	  ‘The	  
Independent	  Group:	  Forerunners	  of	  Postmodernism?’	  in	  Robbins	  (1990),	  237-­‐248.	  	  	  
18	  Spencer	  (2012),	  316.	  
19	  Ibid.	  
20	  Ibid.,	  333.	  
21	  This	  tension	  is	  supported	  by	  Ben	  Highmore’s	  account	  of	  the	  experimental	  nature	  of	  the	  Mass	  Observation	  
project	  in	  Britain	  in	  the	  late	  1930’s	  and	  in	  particular,	  its	  relationship	  with	  British	  social	  anthropology.	  Ben	  
Highmore,	  Everyday	  Life	  and	  Cultural	  Theory:	  An	  Introduction	  (London	  and	  New	  York:	  Routledge,	  2002),	  96-­‐105.	  	  
See	  also	  Jeremy	  MacClancy,	  ‘Brief	  Encounter:	  The	  Meeting,	  in	  Mass-­‐Observation,	  of	  British	  Surrealism	  and	  
Popular	  Anthropology’,	  The	  Journal	  of	  the	  Royal	  Anthropological	  Institute,	  1:3	  (September	  1995).	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world’	  have	  not	  been	  fully	  explored.22	  	  Glossing	  over	  this	  context,	  I	  argue,	  distorts	  the	  
crucial	  role	  that	  assumed	  distinctions	  between	  ‘modern’	  and	  ‘primitive’	  cultures	  played	  in	  
the	  relationship	  between	  art	  practice	  and	  anthropology	  for	  artists	  in	  postwar	  London.	  	  If	  we	  
return	  to	  Alloway’s	  article	  on	  ‘Anthropology	  and	  Art	  Criticism’,	  he	  addresses	  this	  explicitly,	  
making	  a	  clear	  distinction	  between	  anthropology’s	  concern	  with	  ‘primitive	  cultures’	  and	  
the	  possibilities	  of	  a	  cultural	  continuum	  in	  his	  own	  social	  present.	  	  He	  uses	  this	  to	  question	  
the	  relevance	  of	  Claude	  Lévi-­‐Strauss’	  structural	  anthropology	  to	  art	  critics,	  pointing	  to	  the	  
dubious	  nature	  of	  applying	  the	  findings	  of	  fieldwork	  carried	  out	  in	  ‘primitive’	  societies	  in	  
Brazil	  to	  other	  societies	  with	  ‘numerically	  dense	  populations’.23	  	  The	  risk,	  according	  to	  
Alloway	  in	  1971,	  was	  that	  Lévi-­‐Strauss’	  ideas,	  like	  those	  of	  Freud	  or	  Marx,	  would	  be	  used	  as	  
a	  source	  of	  ‘unifying	  formulae,	  those	  slogans	  by	  which	  the	  world	  is	  reduced	  in	  size	  […]	  
reducing	  complexity	  to	  a	  scale	  of	  comfort’.24	  	  Alloway’s	  comments	  reflect	  a	  complicated,	  
double-­‐layered	  relationship	  between	  art	  practice	  and	  anthropology	  in	  the	  postwar	  period.	  	  
While	  artists	  and	  anthropologists	  shared	  an	  interest	  in	  the	  complex	  relationships	  between	  
objects,	  people	  and	  society,	  their	  different	  fields	  of	  interest	  were	  marked	  out	  by	  
distinctions	  between	  ‘primitive’	  and	  modern	  social	  contexts.	  	  A	  direct	  engagement	  with	  
why	  and	  how	  these	  distinctions	  were	  being	  upheld	  in	  this	  period	  is,	  I	  argue,	  crucial	  to	  
recognising	  their	  historical	  contingency,	  rather	  than	  assuming	  that	  they	  are	  fixed,	  reified	  
categories.25	  	  	   	   	   	   	   	   	   	   	   	  
	   Over	  the	  course	  of	  the	  1970s	  distinctions	  between	  ‘primitive’	  and	  modern	  social	  
contexts	  were	  increasingly	  contested,	  generating	  a	  crisis	  of	  identity	  within	  anthropology.	  	  
This	  crisis	  spurred	  a	  re-­‐evaluation	  of	  the	  discipline’s	  relationship	  with	  art	  practice,	  evident	  
in	  James	  Clifford’s	  influential	  essay	  ‘On	  Ethnographic	  Surrealism’	  (1981).26	  	  Written	  in	  a	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
22	  Spencer	  (2012),	  317,	  333.	  	  The	  unfulfilled	  potential	  of	  the	  IG’s	  horizontal	  approach	  to	  culture	  is	  acknowledged	  
by	  Kobena	  Mercer	  in	  a	  volume	  exploring	  how	  pop	  art	  translates	  across	  cultures.	  	  See	  Kobena	  Mercer,	  ed.,	  Pop	  
Art	  and	  Vernacular	  Cultures	  (London	  and	  Cambridge,	  Mass.:	  inIVA	  and	  MIT	  Press,	  2007),	  14.	  	  	  
23	  Alloway	  ([1971]	  2006),	  174.	  
24	  Ibid.	  
25This	  is	  central	  to	  the	  intentions	  that	  Daniel	  J	  Sherman	  outlines	  in	  his	  introduction	  to	  French	  Primitivism	  and	  
the	  Ends	  of	  Empire:	  1945-­‐1975	  (2011).	  	  See	  also	  Rodney	  Harrison’s	  discussion	  of	  the	  potential	  of	  an	  assemblage-­‐
based	  approach	  to	  ethnographic	  collections	  in	  his	  introduction	  to	  Reassembling	  the	  Collection:	  Ethnographic	  
Museums	  and	  Indigenous	  Agency,	  eds.	  Rodney	  Harrison,	  Sarah	  Byrne	  and	  Anne	  Clarke	  (Santa	  Fe:	  SAR	  Press,	  
2013).	  	  Harrison	  draws	  directly	  on	  Manuel	  De	  Landa’s	  proposition	  of	  assemblage	  theory	  and	  its	  potential	  to	  
dispel	  fixed	  or	  reified	  categories	  through	  detailed	  accounts	  of	  specific	  historical	  circumstances.	  	  See	  Manuel	  De	  
Landa,	  A	  New	  Philosophy	  of	  Society:	  Assemblage	  Theory	  and	  Social	  Complexity	  (London	  and	  New	  York:	  
Continuum,	  2006).	  	  	  
26	  James	  Clifford,	  ‘On	  Ethnographic	  Surrealism’,	  Comparative	  Studies	  in	  Society	  and	  History,	  23:	  4	  (October	  
1981).	  	  Other	  influential	  texts	  reflecting	  on	  the	  subjects	  and	  methodologies	  of	  anthropology	  at	  this	  time	  
included	  Johannes	  Fabian,	  Time	  and	  the	  Other:	  How	  Anthropology	  Makes	  its	  Object,	  New	  York	  and	  Guildford:	  
Columbia	  University	  Press,	  1983;	  George	  W	  Stocking,	  ed.,	  Objects	  and	  Others:	  Essays	  on	  Museums	  and	  Material	  
Culture,	  Madison,	  Wis.:	  University	  of	  Wisconsin	  Press,	  1985;	  James	  Clifford	  and	  George	  E	  Marcus,	  eds.,	  Writing	  
Culture,	  Berkeley;	  London;	  University	  of	  California	  Press,	  1986.	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context	  of	  renewed	  enthusiasm	  for	  ‘cultural	  impurities	  and	  disturbing	  syncretisms’	  in	  the	  
1980s,	  Clifford’s	  text	  introduces	  an	  account	  of	  the	  ethnographic	  surrealist	  in	  1920s	  Paris,	  
for	  whom	  ethnography	  was	  ‘more	  eccentric,	  unformed,	  and	  willing	  to	  dislocate	  the	  orders	  
of	  its	  own	  culture’.27	  	  Tracing	  the	  interconnections	  between	  surrealism	  and	  ethnography	  in	  
this	  period,	  Clifford	  concludes	  with	  the	  possibility	  of	  ethnography	  as	  collage	  or	  assemblage.	  	  
The	  emphasis	  on	  process	  and	  on	  bringing	  together	  ‘real’	  and	  collected	  elements	  rather	  
than	  those	  invented	  (or	  smoothed	  over)	  by	  the	  artist-­‐writer	  would,	  Clifford	  argues,	  ‘avoid	  
the	  portrayal	  of	  cultures	  as	  organic	  wholes,	  or	  as	  unified,	  realistic	  worlds	  subject	  to	  a	  
continuous	  explanatory	  discourse’.28	  	  Clifford	  was	  interested	  in	  how	  the	  emphasis	  on	  
process	  associated	  with	  collage	  could	  potentially	  ‘cut	  across	  retrospectively	  established	  
definitions’	  between	  modern	  art	  and	  ethnography,	  highlighting	  artists’	  and	  anthropologists’	  
shared	  interest	  in	  destabilising	  fixed	  definitions	  of	  culture.29	  	  	   	   	   	  
	   Four	  years	  later,	  Hal	  Foster	  also	  turned	  to	  ethnographic	  surrealism	  as	  part	  of	  his	  
response	  to	  the	  controversial	  exhibition	  ‘Primitivism’	  in	  Twentieth-­‐Century	  Art:	  Affinity	  of	  
the	  Tribal	  and	  the	  Modern	  at	  the	  Museum	  of	  Modern	  Art,	  New	  York	  in	  1984.30	  	  Here,	  Foster	  
speculates	  about	  the	  possibilities	  of	  applying	  Lévi-­‐Strauss’	  interpretation	  of	  mythic	  thought	  
as	  an	  act	  of	  bricolage	  to	  Western	  culture.	  	  In	  particular,	  he	  considers	  its	  potential	  to	  
deconstruct	  ‘such	  notions	  as	  a	  modern/tribal	  “affinity”	  or	  modernist	  “universality”	  and	  
such	  constructs	  as	  a	  fixed	  primitive	  “essence”	  or	  a	  stable	  Western	  “identity”’.31	  Clifford’s	  
and	  Foster’s	  articles	  reflect	  significant	  changes	  in	  the	  intellectual	  environment	  taking	  place	  
in	  this	  period.	  	  By	  1985	  an	  interest	  in	  material	  culture	  and	  in	  deconstructing	  fixed	  
definitions	  of	  ‘primitive	  art’	  had	  become	  firmly	  established	  amongst	  anthropologists,	  many	  
of	  whom,	  like	  Clifford,	  embraced	  the	  possibilities	  presented	  by	  assemblage.	  	  Paolozzi’s	  
collaboration	  with	  the	  Museum	  of	  Mankind	  is	  a	  testimony	  to	  this,	  drawing	  on	  his	  and	  
McLeod’s	  shared	  interests	  in	  the	  metamorphic	  nature	  of	  objects.	  	  However,	  the	  
expectations	  and	  interests	  of	  creative	  practitioners	  had	  also	  changed	  by	  1985.	  	  The	  
assemblages	  that	  Paolozzi	  presented	  at	  the	  Museum	  of	  Mankind	  no	  longer	  constituted	  a	  
radical	  reordering	  of	  the	  cultural	  environment	  for	  experimental	  contemporary	  artists.	  	  In	  
particular,	  the	  distinctions	  between	  ‘Western’	  and	  ‘non-­‐Western’	  cultures	  that	  
underpinned	  his	  Museum	  of	  Mankind	  project	  were	  seen	  by	  some	  as	  reaffirming	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27	  Clifford	  (1981)	  549,	  558.	  
28	  Ibid.,	  563.	  
29	  Ibid.,	  539.	  
30	  Hal	  Foster,	  ‘The	  “Primitive”	  Unconscious	  of	  Modern	  Art’,	  October	  34	  (Autumn	  1985).	  	  
31	  Ibid.,	  64.	  	  Foster	  points	  his	  readers	  towards	  the	  notions	  of	  deconstruction	  explored	  by	  the	  French	  
philosophers	  Jacques	  Derrida	  and	  Michel	  Foucault	  in	  the	  late	  1960s.	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prejudices	  of	  the	  British	  arts	  establishment.32	  	  	  	  	  	  	   	   	   	   	  
	   A	  decade	  later	  Foster	  presented	  a	  more	  complex	  reconsideration	  of	  the	  
relationship	  between	  art	  practice	  and	  anthropology	  in	  ‘The	  Artist	  as	  Ethnographer’,	  which	  
argues	  for	  retaining	  an	  awareness	  of	  the	  historical	  and	  disciplinary	  conditions	  that	  inform	  
‘horizontal’	  approaches	  to	  culture.	  33	  	  Foster’s	  focus	  on	  the	  marginalisation	  of	  the	  ‘other’	  in	  
anthropology	  and	  contemporary	  art	  dominated	  many	  of	  the	  critical	  accounts	  that	  emerged	  
in	  this	  field	  in	  the	  1980s	  and	  1990s,	  often	  at	  the	  expense	  of	  detailed	  attention	  to	  the	  
subversive	  relationships	  with	  objects,	  materiality	  and	  display	  advocated	  by	  artists	  and	  
anthropologists.	  	  This	  has	  left	  a	  gap	  that	  is	  being	  addressed	  in	  contemporary	  scholarship	  
across	  the	  disciplines	  of	  art	  history	  and	  anthropology.34	  	  Within	  this	  ‘material	  turn’	  
assemblage	  has	  been	  recognised	  as	  a	  useful	  model	  for	  reconsidering	  the	  relevance	  of	  
ethnographic	  objects	  for	  artists.	  	  Crucially,	  a	  shift	  towards	  interpreting	  assemblage	  as	  a	  
fluid	  model	  of	  engagement,	  rather	  than	  a	  formal	  category	  has	  been	  acknowledged.35	  	  	  
	   To	  engage	  with	  these	  shifting	  definitions	  of	  assemblage,	  this	  thesis	  focuses	  on	  the	  
changing	  status	  of	  the	  object	  in	  exhibitions.	  	  This	  is	  examined	  through	  the	  curatorial	  
approaches	  taken	  in	  a	  series	  of	  experimental	  exhibitions	  and	  the	  different	  ways	  that	  they	  
were	  interpreted	  at	  the	  time.	  	  The	  potential	  of	  re-­‐examining	  interpretations	  of	  material	  
culture	  through	  exhibition	  projects	  has	  been	  recognised,	  as	  a	  space	  in	  which	  people,	  ideas,	  
and	  objects	  enter	  into	  an	  unpredictable,	  fluid	  relationship.36	  	  This	  dynamic	  had	  become	  
increasingly	  important	  to	  artists	  in	  the	  second	  half	  of	  the	  twentieth-­‐century	  and	  from	  the	  
1980s,	  became	  a	  significant	  strand	  of	  anthropological	  research.	  	  As	  Nicola	  Levell’s	  recent	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
32	  See	  Susan	  Hiller	  ‘An	  Artist	  Looks	  at	  Ethnographic	  Exhibitions’	  (1986)	  reproduced	  in	  Thinking	  About	  Art:	  
Conversations	  with	  Susan	  Hiller,	  ed.	  Barbara	  Einzig,	  (Manchester	  and	  New	  York:	  Manchester	  University	  Press,	  
1996),	  31-­‐37.	  	  Also	  essays	  in	  Susan	  Hiller,	  ed.,	  The	  Myth	  of	  Primitivism:	  Perspectives	  on	  Art	  (London	  and	  New	  
York:	  Routledge,	  1991).	  
33	  Foster,	  Hal	  ‘The	  Artist	  as	  Ethnographer’,	  The	  Return	  of	  the	  Real:	  The	  Avant-­‐Garde	  at	  the	  End	  of	  the	  Century	  
(Cambridge,	  MA	  and	  London:	  MIT	  Press,	  1996).	  Notably,	  Foster	  raises	  the	  possibility	  that	  Clifford’s	  ethnographic	  
surrealist	  was	  in	  fact	  ‘a	  projection	  of	  an	  ideal	  ego	  of	  the	  anthropologist:	  the	  anthropologist	  as	  collagist,	  
semiologist,	  avant-­‐gardist’,	  180.	  
34This	  is	  evident	  in	  the	  critical	  framework	  for	  reappraisals	  of	  the	  relationship	  between	  surrealism	  and	  
ethnography	  in	  Kelly	  (2007),	  3,	  7,	  and	  Tythacott	  (2002),	  11.	  	  A	  renewed	  focus	  on	  materiality	  and	  process	  has	  
also	  dominated	  recent	  reappraisals	  of	  anthropology’s	  relationship	  with	  contemporary	  art.	  	  See	  Anna	  Grimshaw	  
and	  Amanda	  Ravetz	  ‘The	  ethnographic	  turn	  –	  and	  after:	  a	  critical	  approach	  towards	  the	  realignment	  of	  art	  and	  
anthropology’,	  Social	  Anthropology	  23:4	  (November	  2015).	  Importantly	  in	  relation	  to	  this	  thesis,	  Grimshaw	  and	  
Ravetz	  acknowledge	  that	  a	  detailed	  history	  of	  the	  relationship	  between	  art	  and	  anthropology	  has	  yet	  to	  be	  
written,	  Grimshaw	  &	  Ravetz	  (2015),	  418.	  	  	  
35	  Kelly	  (2008),	  24.	  	  See	  also	  Anna	  Dezeuze,	  ‘Assemblage,	  Bricolage,	  and	  the	  Practice	  of	  Everyday	  Life’,	  Art	  
Journal	  67:1	  (Spring	  2008),	  31.	  
36Pablo	  Lafuente,	  ‘From	  the	  Outside	  In	  –	  ‘Magiciens	  de	  la	  Terre	  and	  Two	  Histories	  of	  Exhibitions’	  in	  Making	  Art	  
Global	  (Part	  2)	  ‘Magiciens	  de	  la	  Terre’	  1989,	  Lucy	  Steeds	  and	  other	  authors	  (London:	  Afterall	  Books,	  2013),	  12.	  	  
See	  also	  other	  publications	  in	  the	  Exhibition	  Histories	  series,	  which	  was	  launched	  in	  2010	  as	  the	  result	  of	  a	  
research	  project	  developed	  by	  Afterall	  at	  Central	  Saint	  Martins,	  University	  of	  the	  Arts,	  London.	  	  For	  an	  overview	  
of	  Exhibition	  Histories	  as	  a	  field	  of	  research,	  see	  Lucy	  Steeds,	  ed.,	  Exhibition:	  Documents	  of	  Contemporary	  Art	  
(London:	  Whitechapel	  Gallery;	  Cambridge,	  MA:	  MIT	  Press,	  2014).	  	  See	  also	  Sharon	  McDonald	  and	  Paul	  Basu,	  
eds.,	  Exhibition	  Experiments,	  Maldon,	  MA;	  Oxford:	  Blackwell,	  2007.	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essay	  on	  Lost	  Magic	  Kingdoms	  acknowledges,	  Paolozzi’s	  often	  misunderstood	  project	  
presents	  a	  fascinating	  opportunity	  to	  examine	  this	  confluence	  of	  ideas	  and	  its	  impact	  on	  
consequent	  collaborations	  between	  artists	  and	  anthropologists.37	  	  This	  impact,	  I	  argue,	  can	  
only	  be	  fully	  appreciated	  if	  the	  different	  disciplinary	  perspectives	  informing	  the	  conception	  
and	  reception	  of	  Lost	  Magic	  Kingdoms	  are	  taken	  into	  account.	  	  These	  perspectives	  were	  
being	  negotiated	  at	  the	  ICA	  throughout	  the	  postwar	  period.	  	  Thus,	  I	  take	  the	  ICA’s	  very	  first	  
exhibition	  projects	  in	  1948	  as	  my	  point	  of	  departure.	  
	  	  
	   	   	   	   	   	   	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
37Nicola	  Levell,	  ‘Paolozzi’s	  Lost	  Magic	  Kingdoms:	  The	  Metamorphosis	  of	  Ordinary	  Things’	  in	  The	  Artist	  as	  
Curator,	  ed.	  Celina	  Jeffery,	  (Bristol,	  UK	  and	  Chicago:	  Intellect,	  2015).	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Chapter	  1	  
Assemblage	  in	  Practice	  at	  the	  ICA	  in	  1948	  
The	  Institute	  of	  Contemporary	  Arts	  was	  envisaged	  as	  a	  new	  kind	  of	  institution	  that	  would	  
stimulate	  creativity	  amongst	  artists	  and	  educate	  a	  wider	  public	  about	  the	  modernist	  
movement.	  	  This	  vision	  was	  infused	  with	  a	  sense	  of	  social	  purpose,	  a	  confidence	  in	  the	  
contribution	  that	  creative	  practice	  could	  make	  towards	  rebuilding	  a	  society	  shattered	  by	  
war.1	  	  At	  the	  new	  Institute,	  exhibitions	  would	  be	  sites	  for	  engagement,	  for	  inspiring	  new	  
experimental	  ideas	  and	  modes	  of	  social	  expression	  that	  would	  build	  on	  the	  creative	  
achievements	  of	  a	  European	  avant-­‐garde	  and	  enrich	  British	  society.	  	  In	  this,	  the	  
‘contemporary	  arts’	  were	  conceived	  not	  just	  as	  a	  series	  of	  autonomous	  objects,	  but	  as	  part	  
of	  a	  creative	  process	  of	  transformation	  that	  extended	  beyond	  the	  confines	  of	  the	  studio.	  	  
Thus,	  the	  institutional	  model	  put	  forward	  by	  the	  ICA’s	  founding	  committee	  in	  the	  mid-­‐
1940s	  reflected	  a	  new	  approach	  to	  the	  relationship	  between	  art	  and	  society	  that	  changed	  
the	  way	  art	  was	  made	  and	  displayed	  in	  postwar	  London.	  	  	  	   	   	   	  
	   The	  emphasis	  on	  process	  and	  engagement	  in	  the	  ICA’s	  founding	  vision	  has	  parallels	  
with	  the	  principles	  of	  assemblage.	  	  This	  was	  strengthened	  by	  the	  committee’s	  enthusiasm	  
for	  bringing	  together	  different,	  interdisciplinary	  ideas	  about	  the	  arts	  and	  their	  place	  in	  
society.	  	  Within	  this,	  anthropology	  and	  collections	  of	  ethnographic	  objects	  were	  seen	  by	  
the	  committee	  as	  important	  sites	  of	  stimulation.	  	  	  This	  chapter	  looks	  in	  detail	  at	  how	  this	  
was	  manifested	  in	  the	  ICA	  exhibition	  40,000	  Years	  of	  Modern	  Art,	  which	  opened	  in	  
December	  1948.	  	  It	  begins	  by	  locating	  this	  landmark	  experimental	  exhibition	  in	  relation	  to	  
the	  broader	  aspirations	  of	  the	  ICA,	  with	  a	  focus	  on	  the	  continuities	  between	  40,000	  Years	  
of	  Modern	  Art	  and	  the	  Institute’s	  first	  exhibition,	  40	  Years	  of	  Modern	  Art,	  which	  also	  took	  
place	  in	  1948.2	  	  It	  goes	  on	  to	  examine	  the	  new	  relationships	  that	  were	  established	  through	  
40,000	  Years	  between	  the	  ICA,	  the	  Royal	  Anthropological	  Institute	  (RAI)	  and	  the	  British	  
Museum	  through	  William	  Fagg	  and	  the	  social	  anthropologist	  Edmund	  Leach.	  	  Fagg	  worked	  
for	  the	  British	  Museum’s	  recently	  established	  Ethnography	  Department	  until	  his	  retirement	  
in	  1974,	  and	  both	  he	  and	  Leach	  were	  influential	  members	  of	  the	  RAI	  throughout	  their	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  Herbert	  Read,	  ‘Threshold	  of	  a	  New	  World’,	  This	  Changing	  World,	  ed.	  JRM	  Brumwell	  (London:	  Routledge,	  
1944),	  12.	  	  For	  a	  full	  discussion	  of	  the	  social	  context	  in	  which	  the	  ICA	  was	  developed	  see	  Margaret	  Garlake,	  New	  
Art,	  New	  World:	  British	  Art	  in	  Postwar	  Society	  (New	  Haven	  and	  London:	  Yale	  University	  Press,	  1998).	  	  Also	  
Chapters	  1	  and	  2	  in	  Massey	  (1995).	  	  More	  recent	  accounts	  include	  Massey	  and	  Muir	  (2014)	  and	  Ben	  Cranfield,	  
‘‘Not	  Another	  Museum’:	  The	  Search	  for	  Contemporary	  Connection’,	  Journal	  of	  Visual	  Culture	  12:2	  (August	  
2013).	  
2	  The	  ICA	  committee	  presented	  a	  series	  of	  temporary	  exhibitions	  and	  discussions	  in	  different	  venues	  from	  1948-­‐
50,	  before	  settling	  in	  Dover	  Street	  in	  May	  1950.	  	  The	  ICA	  operated	  from	  Dover	  St	  until	  1968	  when	  it	  relocated	  to	  
its	  current	  venue	  on	  the	  Mall.	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careers.3	   	   	   	   	   	   	   	   	  	   	  
	   	  Read,	  Fagg	  and	  Leach	  articulated	  conflicting	  ideas	  in	  response	  to	  40,000	  Years	  that	  
directly	  influenced	  the	  ways	  ethnographic	  objects	  were	  interpreted	  at	  the	  ICA	  and	  the	  
British	  Museum	  in	  the	  period	  addressed	  in	  this	  thesis.	  	  Given	  their	  longer	  term	  impact	  on	  
the	  public	  display	  of	  ethnographic	  objects	  in	  London,	  Fagg	  and	  Leach’s	  responses	  to	  40,000	  
Years	  will	  be	  examined	  in	  detail	  in	  this	  chapter	  through	  the	  letters,	  reviews	  and	  discussions	  
that	  trace	  their	  interactions	  with	  the	  exhibition.	  	  This	  allows	  for	  the	  nuances	  of	  their	  
reactions	  to	  be	  drawn	  out,	  highlighting	  the	  previously	  overlooked,	  multi-­‐faceted	  debate	  
about	  displaying	  ethnographic	  objects	  taking	  place	  in	  this	  period	  as	  an	  integral	  part	  of	  the	  
ICA’s	  exhibition	  program.4	  	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  
	  
Fig.2.	  40	  Years	  of	  Modern	  Art:	  1907-­‐1947.	  A	  Selection	  from	  British	  Collections,	  street	  level	  entrance,	  
The	  Academy	  Hall,	  Oxford	  St,	  London,	  1948.	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3	  The	  Ethnography	  Department	  was	  established	  in	  its	  own	  right	  at	  the	  British	  Museum	  in	  1946,	  with	  
responsibility	  for	  the	  Museum’s	  collections	  from	  most	  of	  Africa,	  Oceania	  and	  the	  Americas,	  alongside	  material	  
from	  small-­‐scale	  societies	  in	  Asia	  and	  Europe.	  	  Previously	  these	  collections	  had	  been	  merged	  with	  Oriental	  
Antiquities.	  	  
4	  For	  example,	  this	  adds	  nuance	  to	  Margaret	  Garlake’s	  introduction	  to	  Fagg’s	  involvement	  with	  the	  ICA	  by	  
addressing	  the	  different	  interpretations	  of	  art	  and	  its	  social	  function	  that	  underpinned	  this	  relationship,	  see	  
Garlake	  (1998)	  52-­‐6.	  Equally,	  it	  shows	  that	  the	  approach	  taken	  in	  40,000	  Years	  was	  directly	  contested	  on	  a	  
series	  of	  different	  levels	  as	  part	  of	  the	  exhibition,	  rather	  than	  being,	  as	  Anne	  Massey	  has	  suggested,	  an	  
approach	  to	  objects	  that	  would	  only	  be	  questioned	  as	  part	  of	  a	  postmodern	  critique.	  	  See	  Massey	  and	  Muir,	  
(2014),	  27.	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Fig.3.	  40	  Years	  of	  Modern	  Art:	  1907-­‐1947.	  A	  Selection	  from	  British	  Collections,	  exhibition	  installation	  
view,	  The	  Academy	  Hall,	  Oxford	  St,	  London,	  1948.	  	  	  
	  
40	  Years	  of	  Modern	  Art:	  1907-­‐1947.	  A	  Selection	  from	  British	  Collections	  (1948)	  
This	  exhibition	  celebrates	  the	  Modern	  Movement	  in	  art,	  which	  may	  be	  said	  to	  have	  
begun	  forty	  years	  ago	  with	  the	  first	  cubist	  paintings	  of	  Picasso	  –	  with	  the	  poetry	  of	  
Apollinaire	  and	  the	  music	  of	  Stravinsky.	  	  At	  the	  same	  time	  with	  this	  exhibition	  we	  
inaugurate	  a	  campaign	  to	  collect	  funds	  for	  an	  Institute	  of	  Contemporary	  Arts.	  	  Our	  
general	  purpose	  is	  to	  sustain	  the	  impetus	  of	  the	  Modern	  Movement,	  so	  that	  forty	  
years	  hence	  we	  may	  look	  back	  on	  creative	  achievements	  of	  even	  greater	  brilliance.5	  	  
On	  10th	  February	  1948	  the	  organising	  committee	  of	  the	  Institute	  of	  Contemporary	  Arts	  
opened	  their	  first	  exhibition	  in	  the	  basement	  of	  the	  Academy	  Cinema	  on	  Oxford	  St	  in	  
London.	  	  40	  Years	  of	  Modern	  Art:	  1907-­‐1947	  A	  Selection	  from	  British	  Collections	  ran	  at	  the	  
Academy	  Hall	  until	  6th	  March.	  	  The	  exhibition	  included	  126	  paintings	  and	  sculptures,	  and	  
one	  tapestry,	  drawn	  from	  the	  personal	  collections	  of	  the	  organising	  committee	  and	  their	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5	  Herbert	  Read,	  ‘Introduction’,	  40	  Years	  of	  Modern	  Art:	  A	  Selection	  from	  British	  Collections,	  1907-­‐1947,	  
exhibition	  catalogue	  (London:	  ICA,	  1948).	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friends.	  	  The	  selection	  of	  works,	  led	  by	  Roland	  Penrose,	  Robert	  Melville	  and	  ELT	  Mesens,	  
traced	  the	  networks	  and	  interests	  of	  the	  committee,	  highlighting	  their	  enthusiasm	  for	  a	  
European	  avant-­‐garde	  with	  a	  strong	  emphasis	  on	  surrealism.	  	  Works	  by	  Dalí,	  De	  Chirico	  and	  
Magritte	  that	  had	  been	  shown	  in	  the	  1936	  International	  Surrealist	  Exhibition	  at	  the	  New	  
Burlington	  Galleries	  in	  London	  appeared	  alongside	  works	  by	  artists	  including	  Picasso,	  
Braque	  and	  Matisse.	  	  The	  inclusion	  of	  younger	  British	  artists	  such	  as	  Eduardo	  Paolozzi,	  
Robert	  Colquhoun,	  Robert	  MacBryde,	  Lucien	  Freud	  and	  John	  Craxton,	  who	  were	  expanding	  
the	  ideas	  of	  the	  ‘Modern	  Movement’,	  points	  to	  the	  Institute’s	  forward-­‐looking	  aspiration	  to	  
support	  the	  creativity	  of	  a	  new	  generation	  of	  progressive	  artists.	  	  However,	  as	  Anne	  Massey	  
has	  noted,	  the	  inclusion	  of	  Paolozzi’s	  work	  and	  that	  of	  the	  other	  younger	  artists	  in	  40	  Years	  
of	  Modern	  Art	  was	  not	  straightforward.6	  	  These	  works	  were	  an	  addition	  after	  some	  
members	  of	  the	  committee	  objected	  to	  the	  absence	  of	  younger	  artists	  in	  the	  original	  list	  
prepared	  by	  Penrose,	  Melville	  and	  Mesens	  in	  November	  1947.7	  	  Paolozzi’s	  collage	  
Fisherman	  and	  Wife	  (June,	  1946)	  was	  purchased	  from	  the	  Mayor	  Gallery	  in	  December	  1947	  
by	  committee	  member	  Peter	  Gregory	  and	  then	  added	  to	  the	  list	  of	  works	  for	  the	  
exhibition.8	  	  Melville	  had	  already	  acknowledged	  Paolozzi’s	  place	  in	  the	  new	  generation	  of	  
artists	  inspired	  by	  the	  European	  avant-­‐garde	  in	  an	  article	  in	  Horizon	  in	  September	  1947.	  	  He	  
describes	  the	  23-­‐year-­‐old	  Paolozzi’s	  work,	  which	  was	  heavily	  influenced	  by	  Picasso	  in	  this	  
period,	  as	  ‘little	  more	  than	  a	  series	  of	  try-­‐outs’	  but	  follows	  this	  by	  stating	  that	  he	  is	  
‘exceptionally	  talented’	  […]	  ‘Instead	  of	  treating	  the	  work	  of	  Picasso	  as	  a	  vast	  raiding	  
ground,	  he	  has	  adopted	  a	  similar	  mode	  of	  beholding,	  with	  the	  aim	  of	  inventing	  comparable	  
forms	  of	  his	  own’.9	  Melville	  makes	  a	  specific	  link	  in	  the	  article	  between	  Paolozzi’s	  drawings	  
of	  this	  period	  and	  the	  ‘whorls	  of	  Picasso’s	  1938	  series’,	  a	  connection	  visualised	  when	  
looking	  at	  Fisherman	  and	  Wife	  alongside	  Picasso’s	  portrait	  of	  Dora	  Maar	  (1938)	  which	  
appeared	  on	  the	  cover	  of	  the	  catalogue	  for	  40	  Years	  of	  Modern	  Art.10	  	  This	  is	  significant	  
because	  it	  points	  to	  a	  key	  aspiration	  of	  the	  new	  Institute	  of	  Contemporary	  Art	  to	  present	  a	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6	  Massey	  (1995),	  24.	  
7	  Jacques	  Brunius	  raised	  concerns	  that	  the	  proposed	  list	  of	  artists,	  despite	  being	  impressive,	  ‘took	  no	  risks	  and	  
contained	  nothing	  controversial’	  and	  for	  this	  reason	  failed	  to	  reflect	  the	  Institute’s	  founding	  principles.	  	  All	  of	  
the	  painters	  were	  recognised	  and	  he	  believed	  it	  would	  be	  wrong	  to	  start	  with	  an	  exhibition	  that	  the	  Tate	  or	  
British	  Council	  could	  do;	  rather,	  they	  should	  be	  promoting	  ‘new	  pictures	  by	  young	  people’.	  	  ICA	  Organising	  
Committee	  Minutes,	  19th	  November	  1947	  (TGA955/1/1/1).	  
8	  Massey	  (1995),	  24.	  
9	  Robert	  Melville,	  ‘Eduardo	  Paolozzi’,	  Horizon	  16:92	  (September	  1947),	  212-­‐3.	  	  Paolozzi	  had	  been	  exposed	  to	  the	  
surrealist	  art	  collections	  in	  the	  homes	  of	  Penrose	  and	  other	  members	  of	  the	  committee	  (including	  Peter	  
Watson,	  proprietor	  of	  Horizon)	  as	  a	  student	  at	  the	  Slade	  in	  1946,	  largely	  through	  his	  friendship	  with	  Nigel	  
Henderson,	  whose	  mother	  had	  run	  the	  Guggenheim	  Jeune	  Gallery	  in	  London	  in	  the	  1930s.	  	  	  
10	  Melville	  (1947),	  213.	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spectrum	  of	  artistic	  activity	  not	  just	  as	  ‘ready-­‐made’	  art	  works	  but	  as	  a	  source	  of	  inspiration	  
for	  contemporary	  artists.11	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	   	   	  
Fig.	  5.	  	  Eduardo	  Paolozzi,	  Fisherman	  and	  Wife,	  1946,	  Indian	  ink	  and	  coloured	  paper	  collage,	  	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
77x61cm,	  Tate	  Gallery.	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   	   	  
Fig.	  6.	  	  40	  Years	  of	  Modern	  Art:	  1907-­‐1947.	  	  A	  Selection	  from	  British	  Collections,	  1948,	  ICA	  exhibition	  
catalogue	  cover.	  	  
	  
	  	   The	  work	  presented	  at	  the	  ICA	  was	  not	  to	  be	  simply	  consumed	  or	  copied	  but,	  as	  in	  
Paolozzi’s	  response	  to	  Picasso,	  was	  to	  be	  taken	  by	  artists	  as	  stimulation	  to	  invent	  new	  
forms	  and	  ideas	  of	  their	  own,	  which	  in	  turn	  the	  ICA	  would	  support.	  	  This	  point	  had	  been	  
made	  from	  the	  outset	  in	  the	  informal	  meetings	  initiated	  by	  Penrose,	  Read	  and	  Mesens	  in	  
1946	  to	  discuss	  the	  need	  for	  a	  new	  kind	  of	  museum	  of	  modern	  art	  in	  London.	  	  Mesens	  had	  
envisaged	  an	  organisation	  that	  would	  be	  concerned	  ‘not	  with	  the	  achievements	  of	  art,	  but	  
with	  the	  stimulation	  of	  production.	  	  It	  would	  bring	  together	  all	  types	  of	  artists	  –	  poets,	  
painters,	  film	  producers	  –	  to	  stimulate	  each	  other’.12	  	  By	  their	  second	  meeting	  the	  
committee	  of	  creative	  practitioners	  that	  they	  had	  drawn	  together	  had	  begun	  work	  on	  a	  
statement	  clarifying	  their	  intentions:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11	  ICA	  Statement	  of	  Policy,	  1947	  (TGA955/1/1/10).	  
12	  ICA	  Organising	  Committee	  Minutes,	  First	  Meeting,	  30th	  January	  1946	  (TGA955/1/1/1).	  For	  a	  detailed	  account	  
of	  the	  ICA’s	  founding	  committee	  and	  their	  early	  meetings	  see	  Massey	  &	  Muir	  (2014),	  11-­‐18.	  
	   21	  
No	  institution	  exists	  which	  offers	  any	  coherent	  programme	  of	  exhibitions	  and	  other	  
educational	  facilities	  designed	  to	  give	  a	  comprehensive	  picture	  of	  the	  evolution	  of	  
the	  arts	  during	  the	  present	  century.	  	  Such	  an	  institution	  as	  we	  have	  in	  mind	  should	  
be	  international	  in	  scope,	  should	  cover	  all	  the	  arts	  with	  a	  view	  to	  promoting	  their	  
inter-­‐relations	  and	  should	  be	  open	  to	  experimental	  manifestations	  which	  are	  
outside	  the	  scope	  of	  commercial	  enterprise	  and	  not	  yet	  given	  official	  or	  public	  
recognition.13	  
By	  the	  time	  the	  committee	  presented	  40	  Years	  of	  Modern	  Art	  in	  1948	  this	  vision	  
had	  evolved	  and	  become	  enmeshed	  with	  broader	  aspirations	  for	  the	  role	  contemporary	  art	  
could	  play	  in	  postwar	  British	  society.	  	  The	  committee	  had	  grown	  to	  17	  members,	  chaired	  by	  
Read,	  who	  inaugurated	  the	  exhibition	  and	  wrote	  the	  introduction	  to	  the	  catalogue.14	  	  In	  
this	  introduction,	  Read	  focused	  not	  on	  the	  exhibition	  itself,	  but	  on	  the	  necessity	  of	  
establishing	  a	  permanent	  home	  for	  an	  Institute	  of	  Contemporary	  Arts	  in	  London.	  	  He	  
outlines	  their	  plans	  for	  a	  new	  kind	  of	  institution,	  harnessing	  popular	  patronage	  for	  the	  arts	  
and	  stimulating	  the	  appreciation	  and	  production	  of	  art	  ‘in	  its	  social	  origins’.15	  	  Read	  relates	  
this	  directly	  to	  the	  recently	  established	  Arts	  Council	  of	  Great	  Britain’s	  programme	  to	  build	  
and	  equip	  a	  network	  of	  local	  art	  centres	  –	  ‘social	  centres	  where	  art	  is	  created	  and	  shared	  
“in	  widest	  commonality”	  –	  where	  the	  playwright	  and	  the	  actor,	  the	  painter	  and	  the	  
sculptor,	  the	  poet	  and	  the	  musician,	  emerge	  from	  the	  general	  body	  of	  the	  community	  to	  
express	  its	  ideals	  and	  give	  forms	  to	  its	  joyful	  life’.16	  	  The	  emphasis	  in	  these	  centres	  would	  be	  
not	  on	  ‘merely	  receiving	  art’	  but	  on	  creation	  and	  exchange	  between	  artists	  and	  their	  
audiences.17	  	  Read	  stresses	  the	  ICA’s	  status	  as	  a	  national	  centre;	  it	  would	  be	  ‘the	  nucleus	  of	  
all	  the	  local	  art	  centres,	  projecting	  to	  a	  scale	  of	  national	  consciousness	  the	  best	  products	  of	  
the	  smaller	  localities,	  and	  acting	  as	  an	  exchange	  for	  the	  creative	  art	  of	  all	  contemporary	  
nations’.18	  	  Echoing	  the	  ICA’s	  official	  Statement	  of	  Policy	  circulated	  in	  1947,	  existing	  
national	  museums	  and	  art	  galleries	  are	  described	  by	  Read	  as	  retrospective	  in	  their	  policy,	  
whereas	  the	  ICA	  would	  be	  ‘not	  another	  museum,	  another	  bleak	  exhibition	  gallery,	  another	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13	  ICA	  Organising	  Committee	  Minutes,	  20th	  February,	  1946	  (TGA955/1/1/1).	  
14	  Members	  are	  listed	  in	  the	  catalogue	  for	  40	  Years	  of	  Modern	  Art	  as:	  Herbert	  Read	  (Chairman),	  Frederick	  
Ashton,	  Jack	  Beddington,	  JB	  Brunius,	  Edward	  Clark,	  Alex	  Comfort,	  Michel	  St	  Denis,	  Eric	  C	  Gregory,	  Geoffrey	  
Grigson,	  GM	  Hoellering,	  Robert	  Melville,	  ELT	  Mesens,	  Roland	  A	  Penrose,	  JM	  Richards,	  Peter	  Watson,	  WE	  
Williams,	  Ivo	  Jarosy	  (Secretary).	  40	  Years	  of	  Modern	  Art,	  exhibition	  catalogue	  (1948),	  unpaginated.	  	  
15	  Ibid.	  
16	  Ibid.	  	  The	  Arts	  Council	  of	  Great	  Britain	  was	  formally	  established	  in	  1946.	  	  The	  main	  objective	  of	  the	  Council	  
was	  to	  develop	  accessibility	  to	  and	  greater	  knowledge,	  understanding	  and	  practice	  of	  the	  fine	  arts.	  	  It	  marked	  a	  
significant	  shift	  towards	  state	  patronage	  of	  the	  arts.	  	  See	  Brandon	  Taylor,	  Art	  for	  the	  Nation	  (Manchester:	  
Manchester	  University	  Press,	  1999),	  172-­‐6.	  
17	  40	  Years	  of	  Modern	  Art,	  exhibition	  catalogue	  (1948),	  unpaginated.	  
18	  Ibid.	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classical	  building	  in	  which	  insulated	  and	  classified	  specimens	  of	  a	  culture	  are	  displayed	  for	  
instruction,	  but	  an	  adult	  play-­‐centre,	  a	  workshop	  where	  work	  is	  joy,	  a	  source	  of	  vitality	  and	  
daring	  experiment’.19	  	  Read	  believed	  that	  with	  such	  a	  centre	  a	  ‘wholly	  new	  aspect	  could	  be	  
given	  to	  our	  life	  and	  civilization’.20	  	   	   	   	   	   	   	  
	   	   	   	   	  
40,000	  Years	  of	  Modern	  Art.	  	  A	  Comparison	  of	  Primitive	  and	  Modern	  (1948)	  
The	  ICA’s	  enthusiasm	  for	  supporting	  creative	  practice	  ‘in	  its	  social	  origins’	  articulated	  by	  
Read	  as	  part	  of	  40	  Years	  of	  Modern	  Art	  is	  crucial	  to	  understanding	  their	  commitment	  to	  
collaborating	  with	  anthropologists	  and	  exhibiting	  ethnographic	  objects.	  	  This	  built	  on	  a	  
history	  of	  interest	  in	  ethnography	  amongst	  the	  surrealists,	  notably	  in	  Paris,	  that	  the	  ICA	  
committee	  were	  familiar	  with.	  	  Here,	  ethnographic	  objects	  appealed	  to	  artists	  not	  simply	  as	  
autonomous	  artefacts,	  but	  as	  diverse	  material	  forms	  created	  and	  understood	  as	  part	  of	  a	  
different	  kind	  of	  social	  order	  that	  they	  saw	  as	  unconstrained	  by	  the	  conventions	  of	  
‘civilised’	  society.21	  	  Thus,	  when	  Roland	  Penrose	  suggested	  an	  exhibition	  ‘comparing	  
primitive	  and	  modern	  art’	  for	  the	  ICA’s	  second	  project,	  the	  committee	  thought	  it	  ‘an	  
excellent	  idea’,	  aware	  that	  this	  would	  allow	  them	  to	  develop	  their	  institutional	  focus	  on	  
stimulating	  new	  forms	  of	  social	  expression.22	  	  	   	   	   	   	   	  
	   In	  the	  same	  meeting	  Mesens	  had	  repeated	  concerns	  that	  their	  first	  exhibition	  40	  
Years	  of	  Modern	  Art	  had	  strayed	  from	  the	  ICA’s	  original	  aim	  of	  fostering	  art	  that	  did	  not	  
have	  general	  acceptance,	  art	  that	  was	  new	  and	  experimental.	  	  This	  picked	  up	  on	  concerns	  
expressed	  in	  previous	  meetings	  that	  they	  should	  be	  presenting	  exhibitions	  that	  could	  not	  
be	  done	  by	  Tate	  or	  the	  British	  Council,	  but	  that	  took	  a	  more	  ‘progressive’	  approach.23	  	  
Exhibitions	  of	  ‘primitive	  art’	  were	  becoming	  increasingly	  common	  in	  public	  and	  commercial	  
galleries	  and	  museums,	  and	  recognition	  of	  the	  plastic	  qualities	  of	  particularly	  African	  art	  
had	  become	  relatively	  well	  established	  amongst	  artists	  and	  gallery	  audiences.	  	  The	  first	  
exhibition	  showing	  ‘primitive	  art’	  alongside	  modernist	  works	  in	  London	  had	  been	  mounted	  
in	  1928	  at	  the	  Sydney	  Burney	  Gallery,	  followed	  in	  1932	  by	  Sculpture	  Considered	  Apart	  from	  
Time	  and	  Place,	  arranged	  by	  the	  sculptor	  Leon	  Underwood.	  Both	  were	  presented	  to	  
demonstrate	  the	  existence	  of	  a	  universal	  aesthetic.24	  	  	  40,000	  Years	  of	  Modern	  Art.	  	  A	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19	  Ibid.	  
20	  Ibid.	  
21	  See	  Kelly	  (2007)	  and	  Jolles	  (2013).	  
22	  ICA	  Organising	  Committee	  Minutes,	  18th	  March	  1948	  (TGA955/1/1/1).	  
23	  Ibid.	  
24	  For	  a	  full	  discussion	  of	  Underwood’s	  exhibition	  see	  Celina	  Jeffery,	  ‘The	  Leon	  Underwood	  Collection	  of	  African	  
art’,	  The	  Journal	  of	  Museum	  Ethnography	  12	  (May	  2000).	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Comparison	  of	  Primitive	  and	  Modern	  incorporated	  elements	  of	  this	  tradition,	  however	  their	  
focus	  had	  shifted	  to	  suggest	  that	  the	  works	  had	  been	  inspired	  by	  a	  shared	  state	  of	  mind,	  an	  
unconscious	  anxiety	  generated	  by	  the	  conditions	  of	  society.	  	  In	  this,	  the	  exhibition	  
attempted	  to	  address	  a	  key	  aspect	  of	  a	  ‘visual	  revolution’,	  emanating	  from	  Europe,	  which	  
the	  ICA	  was	  keen	  to	  promote	  in	  London.	  	  The	  reception	  of	  this	  experimental	  approach	  at	  
the	  ICA	  was	  uneven	  from	  the	  outset.	   	   	   	   	   	  
	   40,000	  Years	  of	  Modern	  Art	  opened	  in	  the	  Academy	  Hall	  on	  20th	  December	  1948	  
and	  ran	  until	  29th	  January	  1949.	  	  The	  exhibition	  presented	  two	  groups	  of	  works,	  described	  
in	  the	  exhibition	  catalogue	  as	  ‘The	  Art	  of	  Primitive	  Peoples’	  and	  ‘Art	  of	  Our	  Time’.	  The	  first	  
group	  comprised	  126	  objects	  and	  photographs,	  which	  are	  listed	  under	  the	  headings	  
Prehistoric	  Europe,	  Africa,	  Australia,	  Polynesia,	  Melanesia	  and	  America.25	  	  ‘Art	  of	  Our	  Time’	  
included	  42	  works	  of	  painting	  and	  drawing,	  and	  21	  sculptures.	  Primitive	  art	  was	  ‘limited	  to	  
those	  tribes	  who	  have	  not	  come	  under	  the	  influence	  of	  European	  civilization	  or	  any	  other	  
great	  civilization	  of	  the	  past,	  such	  as	  Egyptian,	  Greek,	  Aztec	  etc’;	  while	  ‘modern	  art	  included	  
most	  of	  the	  leading	  painters	  and	  sculptors	  of	  this	  century	  who	  have	  shown	  in	  their	  work	  
the	  influence	  of	  primitive	  art’.26	  	  Within	  this,	  the	  modern	  artists	  were	  loosely	  grouped	  into	  
four	  categories	  –	  a	  romantic	  and	  expressionist	  group	  (including	  Gauguin,	  Ronault,	  Chagall,	  
Nolde	  and	  Pechstein),	  a	  cubist	  group	  (including	  Picasso,	  Braque,	  Modigliani,	  Léger,	  Gris,	  and	  
Lipchitz),	  a	  surrealist	  group	  (Ernst,	  Miró,	  Moore,	  de	  Chirico,	  Klee),	  and	  a	  geometrical	  or	  
abstract	  group	  (Mondrian,	  Brancusi,	  Nicholson	  and	  Hepworth).	  	  Plans	  for	  the	  exhibition	  
suggest	  that	  these	  groupings	  guided	  the	  display	  in	  the	  Academy	  Hall,	  although	  the	  press	  
release	  notes	  that	  there	  were	  no	  ‘hard	  and	  fast	  boundaries	  between	  the	  groups’.27	  	  
Installation	  images	  show	  works	  spot	  lit	  on	  individual	  plinths	  in	  an	  exhibition	  space	  designed	  
by	  FHK	  Henrion.	  	  Although	  some	  were	  mounted	  in	  sleek	  suspended	  display	  cases,	  most	  
works	  were	  on	  open	  display	  emphasising	  the	  importance	  of	  a	  direct	  connection	  between	  
the	  viewer	  and	  the	  object.28	  	  Importantly	  for	  the	  organisers,	  the	  clean	  modern	  design	  and	  
open	  display	  created	  a	  new	  environment	  for	  viewing	  the	  works	  that	  departed	  from	  the	  
traditional	  museum.	   	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25	  WG	  Archer	  and	  Robert	  Melville,	  40,000	  Years	  of	  Modern	  Art.	  A	  Comparison	  of	  Primitive	  and	  Modern,	  
exhibition	  catalogue	  (London:	  ICA,	  1948).	  
26	  40,000	  Years	  of	  Modern	  Art	  Draft	  Press	  Release,	  December	  1948	  (TGA955/1/12/10).	  
27	  Ibid.	  
28	  The	  importance	  of	  not	  putting	  things	  behind	  glass	  is	  commented	  on	  by	  Roland	  Penrose	  in	  an	  interview	  in	  
1978.	  Penrose	  notes	  that,	  as	  an	  alternative	  to	  glass,	  pebbled	  borders	  were	  used	  to	  discourage	  people	  from	  
touching	  or	  stealing	  the	  works.	  	  Roland	  Penrose	  interview	  with	  Dorothy	  Morland,	  1976	  (TGA955/1/14/10).	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Fig.7.	  40,000	  Years	  of	  Modern	  Art,	  exhibition	  installation	  view,	  The	  Academy	  Hall,	  Oxford	  St,	  London,	  1948.	  
	  	  	  	  	  	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  
Fig.8.	  40,000	  Years	  of	  Modern	  Art,	  exhibition	  installation	  view,	  The	  Academy	  Hall,	  Oxford	  St,	  London,	  1948.	  
Fig.9.	  40,000	  Years	  of	  Modern	  Art,	  ICA	  exhibition	  catalogue	  cover,	  1948.	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	  	  
40,000	  Years	  of	  Modern	  Art	  was	  described	  by	  Herbert	  Read	  in	  the	  press	  view	  as	  ‘a	  
confrontation	  of	  modern	  and	  primitive	  art’,	  and	  he	  underscores	  the	  exhibition’s	  intention	  
to	  ‘make	  clear	  to	  the	  public	  some	  of	  the	  sources	  of	  inspiration	  in	  the	  most	  important	  trends	  
in	  painting	  and	  sculpture	  since	  the	  beginning	  of	  this	  century’.29	  	  In	  his	  foreword	  to	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
29	  40,000	  Years	  of	  Modern	  Art	  Press	  View	  Transcript,	  Herbert	  Read,	  14th	  December	  1948	  (TGA955/1/12/10	  –	  
7/54).	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catalogue	  Read	  dismisses	  the	  idea	  of	  an	  exhibition	  that	  simply	  demonstrates	  the	  influence	  
of	  primitive	  art	  on	  modern	  artists	  as	  ‘rather	  obvious’.30	  	  Instead,	  40,000	  Years	  of	  Modern	  
Art	  was	  concerned	  with	  ‘the	  eternal	  recurrence	  of	  certain	  phenomena	  in	  art’,	  a	  belief	  that	  
the	  conditions	  of	  modern	  life	  were	  generating	  feelings	  and	  intuitions	  for	  artists	  that	  
demanded	  expression	  in	  abstract	  or	  non-­‐naturalistic	  forms	  –	  conditions	  which	  had	  a	  
precedent	  only	  in	  ‘primitive	  epochs’.31	  Read	  concludes	  that	  ‘there	  is	  nothing	  inhuman	  or	  
even	  novel	  in	  such	  forms	  of	  art:	  they	  are	  the	  inevitable	  modes	  in	  which	  certain	  phases	  of	  
human	  experience	  are	  effectively	  expressed’.32	  	  In	  the	  press	  view,	  Read	  linked	  the	  
exhibition	  theme	  back	  to	  the	  broader	  intentions	  of	  the	  new	  institution:	  ‘This	  is	  in	  fact	  one	  
of	  the	  avowed	  aims	  of	  the	  I.C.A	  to	  break	  down	  the	  isolation	  of	  the	  artists,	  to	  help	  reinstate	  
the	  arts	  in	  our	  life	  and	  give	  them	  back	  a	  position	  analogous	  to	  the	  spontaneous	  and	  all	  
pervading	  way	  in	  which	  they	  exist	  in	  primitive	  society’.33	  	  In	  the	  assumption	  of	  shared	  
sources	  of	  inspiration	  for	  the	  diverse	  selection	  of	  objects	  exhibited,	  and	  in	  the	  potential	  for	  
this	  to	  demonstrate	  that	  modern	  art	  has	  an	  integral	  social	  role,	  the	  ICA’s	  second	  exhibition	  
was	  experimental	  and	  controversial.	  	  The	  responses	  that	  it	  generated,	  particularly	  amongst	  
the	  anthropologists	  who	  engaged	  with	  the	  exhibition,	  reflect	  the	  emergence	  of	  a	  complex	  
relationship	  between	  art	  and	  anthropology	  at	  the	  ICA.	  	  This	  exchange	  was	  much	  celebrated	  
by	  the	  ICA	  and	  was	  recorded	  in	  their	  first	  Bulletin	  in	  April	  1949	  as	  follows:	  
Perhaps	  one	  of	  the	  most	  interesting	  results	  of	  the	  exhibition	  was	  that	  it	  brought	  
together	  scientists	  and	  artists	  in	  a	  way	  which	  was	  quite	  new,	  to	  consider	  a	  common	  
problem.	  	  The	  discussions	  held	  during	  and	  after	  the	  exhibition	  on	  the	  question	  of	  
primitive	  art	  and	  its	  relation	  to	  modern	  art	  were	  well	  attended	  by	  artists,	  critics,	  
anthropologists	  and	  psychologists.	  	  Reviews	  of	  the	  exhibition	  appeared	  in	  scientific	  
journals	  such	  as	  Nature	  and	  Man.	  	  The	  welcomed	  cooperation	  between	  the	  RAI	  and	  
the	  ICA	  will	  herald,	  it	  is	  hoped,	  an	  exchange	  of	  ideas	  between	  artists	  and	  scientists	  
which	  has	  been	  sadly	  lacking	  in	  the	  past.34	  	  
Attention	  to	  the	  detail	  of	  how	  this	  exchange	  operated	  in	  practice	  reveals	  a	  clash	  of	  
ideas	  clustered	  around	  divergent	  interpretations	  of	  art	  and	  its	  social	  role.	  	  The	  debate	  was	  
not	  simply	  between	  artists	  and	  scientists,	  but	  between	  different	  schools	  of	  thought	  which	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
30	  Herbert	  Read,	  ‘Foreword’,	  40,000	  Years	  of	  Modern	  Art,	  exhibition	  catalogue	  (1948),	  6.	  
31	  Ibid.	  	  Read	  was	  indebted	  in	  these	  ideas	  to	  the	  art	  historian	  Wilhelm	  Worringer	  (1885-­‐1965),	  notably	  his	  thesis	  
Abstraction	  and	  Empathy,	  first	  published	  in	  1907.	  	  For	  a	  summary	  in	  which	  Read	  describes	  himself	  as	  a	  disciple	  
of	  Worringer,	  see	  Herbert	  Read,	  ‘Wilhelm	  Worringer’	  in	  Encounter	  (November	  1965),	  58-­‐9.	  	  	  
32	  Herbert	  Read,	  ‘Foreword’,	  40,000	  Years	  of	  Modern	  Art,	  exhibition	  catalogue	  (1948),	  6.	  
33	  40,000	  Years	  of	  Modern	  Art	  Press	  View	  Transcript,	  Herbert	  Read,	  14th	  December	  1948	  (TGA955/1/12/10	  –	  
7/54).	  
34	  ICA	  Bulletin	  1,	  4th	  April	  1949	  (TGA955/14/1).	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connect	  and	  diverge	  at	  different	  points.	  	  In	  line	  with	  its	  founding	  principles	  celebrating	  
discussion,	  diversity	  and	  the	  metamorphosis	  of	  ideas,	  the	  ICA	  nurtured	  the	  exchange	  of	  
these	  ideas	  rather	  than	  attempting	  to	  project	  a	  single	  narrative.	  	  Such	  an	  approach	  allowed	  
for	  the	  support	  of	  a	  broad	  membership	  for	  the	  ICA,	  including	  influential	  members	  of	  the	  
anthropological	  community	  in	  London.	  	  For	  example,	  William	  Archer,	  William	  Fagg	  and	  
Edmund	  Leach	  all	  became	  involved	  with	  the	  ICA	  through	  40,000	  Years	  and	  continued	  to	  
contribute	  to	  the	  ICA	  programme	  throughout	  their	  careers.	  	  By	  unpicking	  their	  different	  
ideas	  about	  art	  and	  its	  social	  role	  in	  40,000	  Years,	  and	  how	  they	  intersected	  with	  those	  of	  
the	  ICA	  committee,	  a	  new	  approach	  emerges	  that	  came	  to	  shape	  the	  way	  that	  
ethnographic	  objects	  were	  presented	  and	  perceived	  at	  the	  new	  Institute.	  	   	  
	  
Planning	  the	  Exhibition	  
As	  with	  the	  ICA’s	  first	  exhibition,	  it	  was	  recognised	  that	  for	  economic	  reasons	  the	  loans	  for	  
40,000	  Years	  would	  again	  need	  to	  be	  drawn	  largely	  from	  within	  the	  country.	  	  Penrose	  had	  
his	  own	  collection	  of	  ethnographic	  objects,	  from	  which	  three	  pieces	  were	  included	  in	  
40,000	  Years:	  a	  Basonge	  mask	  from	  East	  Central	  Congo,	  a	  Haida	  totem	  from	  North	  America	  
and	  a	  volcanic	  stone	  figure	  from	  Costa	  Rica.35	  	  Many	  of	  the	  other	  ethnographic	  objects	  in	  
40,000	  Years	  were	  lent	  from	  the	  private	  collections	  of	  friends	  of	  the	  committee.	  	  However,	  
Penrose	  invested	  a	  significant	  amount	  of	  time	  in	  developing	  his	  network	  of	  museum	  
contacts	  for	  this	  exhibition.36	  	  The	  draft	  press	  release	  expands	  on	  this,	  pointing	  to	  changes	  
in	  museum	  practice:	  
The	  awakening	  interest	  in	  primitive	  art	  has	  been	  apparent	  in	  recent	  years	  in	  many	  
successful	  exhibitions	  in	  America	  as	  well	  as	  Europe.	  	  Our	  museums	  have	  at	  last	  
begun	  to	  sort	  out	  the	  vast	  heaps	  of	  material	  which	  lay	  in	  tangled	  masses	  on	  their	  
shelves	  and	  	  shown	  them	  to	  the	  public	  as	  works	  of	  art	  and	  it	  is	  thanks	  to	  this	  that	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
35	  These	  works	  had	  been	  exhibited	  in	  the	  1936	  Surrealism	  exhibition	  organised	  in	  part	  by	  Penrose	  at	  the	  New	  
Burlington	  Galleries,	  which	  also	  included	  a	  figure	  from	  Mexico	  lent	  by	  Mrs	  EA	  Mott,	  16	  Oceanic	  objects	  lent	  by	  
the	  Museum	  of	  Archaeology	  and	  Ethnology,	  Cambridge,	  and	  10	  photographs	  of	  objects	  from	  the	  British	  
Museum.	  	  See	  The	  International	  Surrealist	  Exhibition,	  exhibition	  catalogue	  (London:	  New	  Burlington	  Galleries,	  
1936).	  
36	  Loans	  of	  ethnographic	  works	  are	  listed	  in	  the	  exhibition	  catalogue	  as	  coming	  from	  the	  Ashmolean	  Museum,	  
the	  British	  Museum,	  Brighton	  Art	  Gallery	  &	  Museum,	  the	  Pitt-­‐Rivers	  Museum,	  the	  Horniman	  Museum,	  the	  
Musée	  de	  l’Homme	  in	  Paris,	  and	  the	  Frobenius	  Institute	  in	  Frankfurt.	  	  Works	  from	  private	  collections	  belonged	  
to	  William	  Oldman,	  Webster	  Plass,	  Kenneth	  Clark,	  Robert	  Sainsbury,	  Sidney	  Burney,	  Geoffrey	  Gorer,	  JT	  Hooper,	  
William	  Ohly,	  Mrs	  Beasley,	  and	  Sybil	  Mesens.	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the	  staffs	  of	  so	  many	  museums	  have	  offered	  their	  invaluable	  help	  in	  assembling	  the	  
present	  exhibition.37	  	  	  
In	  practice,	  the	  prospect	  of	  displaying	  ethnographic	  objects	  ‘as	  works	  of	  art’	  remained	  
controversial	  amongst	  anthropologists	  and	  museum	  ethnographers	  and	  the	  support	  given	  
to	  the	  ICA	  was	  revealingly	  partial.	   	   	   	   	   	   	  
	   In	  preparation	  for	  the	  exhibition,	  Penrose	  had	  contacted	  William	  Archer,	  who	  had	  
recently	  returned	  from	  working	  as	  a	  Commissioner	  for	  the	  Indian	  Civil	  Service.	  	  Archer	  had	  
a	  keen	  interest	  in	  Indian	  art	  and	  poetry	  and	  would	  go	  on	  in	  1949	  to	  be	  appointed	  as	  Keeper	  
of	  the	  India	  Section	  at	  the	  Victoria	  &	  Albert	  Museum.	  	  He	  had	  published	  books	  including	  
The	  Vertical	  Man:	  A	  Study	  of	  Primitive	  Indian	  Sculpture	  (London:	  Allen	  &	  Irwin,	  1947)	  and	  
edited	  the	  anthropological	  journal	  Man	  in	  India	  from	  1942-­‐9.	  	  Archer	  met	  Penrose	  and	  
Read	  in	  August	  1948	  in	  Oxford	  and	  agreed	  to	  work	  with	  them	  to	  encourage	  museums	  and	  
collectors	  to	  contribute	  to	  the	  ICA’s	  experimental	  project.	  	  Archer	  also	  agreed	  to	  write	  the	  
catalogue	  text	  with	  Read	  and	  Robert	  Melville.	  	  In	  the	  following	  months	  Archer	  met	  with	  
museum	  curators	  at	  the	  Pitt	  Rivers	  Museum,	  the	  Ashmolean	  and	  the	  Horniman	  Museum	  to	  
discuss	  loans	  of	  works	  for	  the	  exhibition	  with	  varying	  success.	  	  He	  and	  Penrose	  also	  made	  
visits	  together	  to	  the	  University	  Museum	  of	  Archaeology	  and	  Ethnology	  in	  Cambridge	  and	  
to	  William	  Oldman,	  who	  collected	  and	  dealt	  in	  ethnographic	  art.	  	  Concerns	  about	  the	  
security	  and	  care	  of	  the	  works	  was	  an	  issue	  for	  some	  lenders;	  for	  example	  the	  Pitt	  Rivers	  
Museum	  agreed	  on	  the	  basis	  that	  ‘proper	  safeguards’	  were	  put	  in	  place	  by	  the	  ICA,	  while	  
others	  remained	  suspicious	  about	  the	  overall	  exhibition	  concept.38	  	  Although	  they	  lent	  
works,	  the	  Ashmolean	  refused	  to	  allow	  the	  ICA	  to	  juxtapose	  their	  Cycladic	  Figure	  with	  a	  
Giacometti	  sculpture	  for	  the	  exhibition	  poster.	  	  According	  to	  Penrose’s	  later	  recollections,	  
the	  Ashmolean	  ‘said	  they	  would	  rather	  see	  themselves	  dead	  than	  their	  beautiful	  Cycladic	  
sculpture	  compared	  to	  a	  piece	  of	  modern	  nonsense’.39	  	   	   	   	  
	   The	  Royal	  Anthropological	  Institute	  shared	  this	  ambivalence	  towards	  their	  
involvement	  in	  40,000	  Years,	  despite	  the	  connection	  being	  much	  celebrated	  by	  the	  ICA.	  	  
The	  RAI	  received	  special	  thanks	  in	  the	  catalogue	  acknowledgements	  for	  the	  exhibition.	  	  In	  
anticipation	  of	  this,	  Penrose	  had	  written	  to	  the	  RAI	  President	  Daryll	  Forde	  in	  November	  
1948	  to	  bring	  his	  attention	  to	  the	  exhibition	  and	  the	  support	  that	  the	  ICA	  committee	  had	  
received	  from	  RAI	  members,	  mentioning	  by	  name	  William	  Fagg,	  the	  collectors	  Margaret	  
and	  Webster	  Plass,	  and	  the	  anthropologists	  Raymond	  Firth	  and	  Brenda	  Seligman.	  	  Penrose	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
37	  40,000	  Years	  of	  Modern	  Art	  Draft	  Press	  Release,	  December	  1948	  (TGA955/1/12/10).	  
38	  Letter	  from	  the	  Pitt	  Rivers	  Museum	  to	  Roland	  Penrose,	  1948	  (TGA955/1/12/10	  –	  23/54).	  
39	  Roland	  Penrose,	  interview	  with	  Dorothy	  Morland,	  1976	  (TGA955/1/14/10).	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concluded	  his	  letter:	  ‘It	  is	  being	  suggested	  to	  me	  by	  Mrs.	  Seligman	  that	  since	  so	  many	  
members	  of	  your	  Society	  have	  been	  kind	  enough	  to	  give	  us	  assistance	  it	  would	  be	  
appropriate	  to	  acknowledge	  this	  by	  mentioning	  the	  Royal	  Anthropological	  Institute	  as	  well.	  	  
If	  you	  will	  allow	  us	  to	  insert	  your	  name	  in	  our	  list	  of	  acknowledgements	  we	  shall	  be	  
extremely	  glad’.40	  	  The	  connection	  with	  established	  institutions	  like	  the	  RAI	  would	  have	  
demonstrated	  the	  validity	  of	  the	  newly	  formed	  ICA	  for	  potential	  new	  members	  and	  
benefactors,	  however	  the	  ICA	  seems	  to	  have	  been	  particularly	  keen	  to	  acknowledge	  the	  
RAI.	  	  	   	   	   	   	   	   	   	   	   	  
	   William	  Fagg	  sent	  a	  carefully	  worded	  response	  to	  Penrose	  on	  14th	  December,	  
having	  read	  Penrose’s	  letter	  to	  the	  RAI	  Council	  (which	  included	  Brenda	  Seligman	  and	  
Edmund	  Leach)	  the	  previous	  week.	  	  Fagg	  made	  clear	  that	  while	  the	  RAI	  supported	  it	  as	  ‘an	  
exhibition	  of	  primitive	  art	  of	  high	  quality’,	  they	  were	  not	  concerned	  with	  ‘the	  modern	  
aspect’	  of	  the	  show	  and	  in	  particular	  did	  not	  wish	  to	  associate	  themselves	  with	  the	  
approach	  expressed	  in	  Herbert	  Read’s	  catalogue	  foreword,	  which	  one	  of	  the	  members	  of	  
the	  Council	  had	  seen.	  	  Fagg	  made	  clear	  that	  the	  support	  provided	  by	  himself	  and	  other	  RAI	  
members	  was	  to	  do	  with	  the	  selection	  and	  identification	  of	  the	  ‘specimens’	  rather	  that	  an	  
engagement	  with	  the	  broader	  ideas	  behind	  the	  exhibition.41	  	  RAI	  member	  and	  collector	  of	  
ethnography	  AWF	  Fuller	  had	  been	  less	  subtle	  in	  his	  response	  to	  the	  ICA’s	  invitation	  to	  be	  
involved	  in	  the	  exhibition,	  writing	  to	  Penrose	  in	  November	  1948	  that	  ‘I	  do	  not	  wish	  my	  
name	  associated	  with	  the	  exhibition	  or	  to	  risk	  injury	  to,	  or	  loss	  of,	  my	  objects	  in	  a	  
movement	  with	  which	  I	  have	  no	  sympathy’,	  adding	  that	  ‘my	  collection	  is	  purely	  a	  scientific	  
one’.42	  	  	  	   	   	   	   	   	   	   	   	   	  
	   In	  contrast,	  William	  Fagg	  had	  an	  active	  interest	  in	  operating	  across	  the	  disciplines	  
of	  art	  and	  science	  and	  became	  an	  important	  contact	  for	  the	  ICA.	  	  Fagg	  had	  worked	  for	  the	  
Ethnography	  Department	  at	  the	  British	  Museum	  since	  1938	  where	  he	  was	  responsible	  for	  
the	  African	  collections,	  and	  he	  was	  also	  the	  RAI’s	  Honorary	  Secretary	  and	  editor	  of	  their	  
publication	  Man,	  A	  Monthly	  Record	  of	  Anthropological	  Science.	  	  At	  the	  British	  Museum	  
Fagg	  had	  already	  helped	  to	  organise	  displays	  that	  brought	  together	  an	  ethnographic	  and	  
‘artistic’	  approach	  to	  the	  collections.	  	  For	  example,	  the	  temporary	  exhibition	  of	  Ife	  bronze	  
heads	  that	  took	  place	  at	  the	  British	  Museum	  between	  July	  and	  September	  1948	  clearly	  
sought	  to	  emphasise	  the	  aesthetic	  qualities	  of	  the	  individual	  works.	  	  This	  is	  supported	  by	  
the	  tone	  of	  the	  caption	  that	  Fagg	  wrote	  for	  a	  photograph	  of	  the	  display	  in	  the	  RAI’s	  journal	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
40	  Letter	  from	  Roland	  Penrose	  to	  the	  RAI,	  14th	  December	  1948	  (William	  Fagg	  Archive,	  RAI,	  Box	  7).	  
41	  Letter	  from	  William	  Fagg	  to	  Roland	  Penrose,	  20th	  October	  1948	  (TGA955/1/12/10,	  45/54).	  
42	  Letter	  from	  AWF	  Fuller	  to	  Roland	  Penrose,	  3rd	  November	  1948	  (TGA955/1/12/10,	  47/54).	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Man:	  ‘The	  green	  patina	  of	  the	  bronze	  was	  set	  off	  by	  a	  background	  of	  hessian	  distempered	  
in	  a	  warm	  brick-­‐red	  colour	  approximating	  to	  that	  of	  the	  earth	  at	  Ife’.43	  
	  
Fig.	  10.	  	  An	  exhibition	  of	  Ife	  bronzes	  at	  the	  British	  Museum,	  1948.	  	  This	  photograph	  was	  reproduced	  in	  the	  RAI	  
journal	  Man	  in	  1949	  to	  illustrate	  an	  article	  about	  the	  bronzes,	  co-­‐authored	  by	  William	  Fagg	  and	  Leon	  
Underwood.	  
	  
Fagg’s	  initial	  involvement	  in	  the	  exhibition	  40,000	  Years	  of	  Modern	  Art	  was	  through	  
discussions	  with	  William	  Archer	  about	  contextualising	  works	  in	  the	  collection	  of	  the	  
American	  businessman	  Webster	  Plass,	  a	  personal	  friend	  of	  Penrose	  who	  lent	  25	  works	  for	  
the	  exhibition,	  mostly	  from	  Africa.44	  	  Fagg	  was	  working	  closely	  with	  Webster	  Plass	  to	  
develop	  his	  collection	  of	  African	  art	  (which	  he	  eventually	  bequeathed	  to	  the	  British	  
Museum)	  and	  had	  formed	  a	  strong	  friendship	  with	  Webster	  Plass	  and	  his	  wife,	  Margaret	  
Plass.	  	  	  In	  October	  1948	  Fagg	  forwarded	  a	  personal	  letter	  to	  the	  Penroses	  from	  Margaret	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
43	  William	  Fagg	  and	  Leon	  Underwood,	  ‘An	  Examination	  of	  the	  So-­‐called	  ‘Olokun’	  Head	  of	  Ife,	  Nigeria’,	  Man	  49	  
(January	  1949),	  2.	  	  
44	  In	  a	  letter	  to	  Penrose	  from	  Margaret	  Plass	  in	  July	  1948	  about	  a	  clash	  with	  an	  exhibition	  of	  primitive	  art	  in	  
Cambridge	  she	  noted	  that	  ‘just	  because	  you’re	  you	  I	  give	  you	  first	  choice’,	  reflecting	  a	  friendship	  that	  meant	  
Penrose	  had	  been	  able	  to	  choose	  with	  ease	  from	  the	  Plass	  collection.	  Letter	  from	  Margaret	  Plass	  to	  Roland	  
Penrose,	  28th	  July	  1948	  (TGA955/1/12/10,	  24/54).	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Plass,	  adding	  a	  letter	  from	  himself	  on	  British	  Museum	  headed	  paper	  expressing	  his	  interest	  
in	  the	  40,000	  Years	  exhibition.	  	  This	  letter	  initiated	  what	  would	  become	  a	  longstanding	  
relationship	  between	  Fagg	  and	  the	  ICA.	  	  	  
I	  hope	  that	  the	  exhibition	  is	  going	  well.	  	  Please	  let	  me	  know	  if	  I	  can	  be	  of	  any	  
further	  help	  to	  you:	  anything	  I	  can	  do	  will	  be	  a	  great	  pleasure	  to	  me.	  	  I	  should	  very	  
much	  like	  to	  see	  sometime	  what	  other	  pieces	  you	  have	  obtained	  besides	  
Webster’s,	  and	  what	  information	  you	  have	  about	  them.	  (You	  have	  probably	  
gathered	  that	  a	  good	  proportion	  of	  the	  African	  art	  in	  private	  collections	  and	  
museums	  (including	  the	  Pitt	  Rivers)	  is	  incorrectly	  documented.)	  	  I	  gave	  William	  
Archer	  a	  good	  deal	  of	  rather	  sporadic	  information	  about	  the	  Plass	  pieces	  by	  word	  
of	  mouth,	  but	  I	  don’t	  know	  if	  he	  has	  enough	  for	  the	  purpose.	  	  Webster	  and	  I	  have	  
often	  talked	  about	  the	  sort	  of	  information	  which	  ought	  to	  appear	  in	  catalogues	  of	  
African	  art	  collections	  and	  before	  he	  left	  he	  wrote	  down	  what	  he	  regarded	  as	  the	  
optimum,	  as	  shown	  on	  the	  attached	  sheet.	  	  You	  may	  like	  to	  take	  his	  suggestions	  
into	  account,	  though	  he	  has	  probably	  mentioned	  most	  of	  them	  to	  you	  at	  some	  
time.	  
I’d	  be	  very	  interested	  to	  see	  the	  pictures	  you	  took	  of	  the	  Plass	  pieces.	  
Fagg	  lists	  the	  ‘optimum’	  information	  as	  follows:	  
Kind	  of	  figure	  with	  brief	  description	  if	  necessary.	  	  Tribe,	  sub-­‐tribe,	  village,	  country.	  	  
Purpose	  for	  which	  used.	  	  Characteristics	  by	  which	  identified	  (nature	  of	  wood	  or	  
other	  material,	  pigments	  used,	  patination,	  special	  techniques	  used,	  etc.).	  	  Size	  
(height,	  width,	  depth,	  diameter	  etc.).	  	  History	  of	  piece	  (by	  whom	  and	  when	  
collected	  in	  the	  field,	  subsequent	  owners,	  where	  and	  when	  exhibited	  and	  
illustrated).	  	  Where	  good	  specimens	  of	  same	  style	  can	  be	  seen.	  	  	  
This	  is	  all	  from	  the	  ethnographical	  point	  of	  view,	  but	  a	  brief	  artistic	  appraisal	  could	  
be	  added	  also.45	  
Fagg’s	  letter	  and	  outline	  of	  how	  he	  believed	  the	  collections	  should	  be	  catalogued	  
reflect	  his	  commitment	  to	  creating	  a	  language	  of	  connoisseurship	  for	  African	  figurative	  
sculpture	  that	  bridged	  art	  and	  anthropology.	  	  A	  comparison	  of	  the	  catalogue	  listings	  for	  
40,000	  Years	  and	  the	  1936	  Surrealism	  exhibition	  suggest	  that	  Fagg’s	  comments	  had	  been	  
taken	  on	  board	  by	  Penrose	  to	  an	  extent.	  	  The	  origin	  of	  all	  but	  two	  of	  the	  48	  works	  from	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
45	  Letter	  from	  William	  Fagg	  to	  Roland	  Penrose,	  20th	  October	  1948	  (TGA955/1/12/10,	  45/54).	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Africa	  in	  40,000	  Years	  have	  been	  attributed	  to	  specific	  groups	  or	  regions	  within	  their	  
countries	  of	  origin.	  	  Fagg’s	  influence	  emerges	  more	  obviously	  in	  the	  catalogue	  text	  on	  
‘African	  Negro	  Art’	  in	  which	  the	  complex	  styles	  and	  ‘distortions’	  of	  African	  art	  are	  
introduced	  as	  being	  ‘not	  the	  result	  of	  a	  primitive	  will	  to	  abstraction	  or	  of	  an	  exercise	  in	  
romantic	  expression.	  	  They	  are	  in	  every	  case	  determined	  by	  social	  functions	  of	  the	  mask	  or	  
figure’.46	  	  The	  text	  concludes	  by	  suggesting	  that	  the	  integral	  place	  of	  African	  sculpture	  in	  
society	  accounts	  for	  its	  lack	  of	  ‘romantic	  agony’:	  
Even	  when	  ferocity	  is	  implicit	  in	  the	  subject	  matter,	  the	  style	  contrives	  to	  inject	  it	  
with	  a	  strange	  dignity,	  and	  even	  when	  the	  subject	  is	  ‘super-­‐normal’	  -­‐	  an	  ancestor	  or	  
a	  spirit	  –	  the	  distortions	  are	  so	  controlled	  that	  they	  also	  transmit	  a	  feeling	  of	  
serenity.	  	  However	  radical	  these	  deviations	  from	  the	  normal,	  they	  are	  subjected	  to	  
a	  rhythmic	  organisation	  which	  endows	  the	  monstrous	  with	  classical	  proportions.47	  
The	  effort	  to	  distinguish	  African	  sculpture	  from	  the	  ‘angst’	  that	  Read	  believed	  was	  
shared	  by	  modern	  and	  primitive	  artists	  anticipates	  a	  division	  between	  Fagg	  and	  Read’s	  
approaches	  that	  was	  elaborated	  in	  Fagg’s	  reviews	  of	  the	  exhibition.48	  	   	  
	  
Engaging	  with	  the	  Exhibition	   	  
Fagg	  reviewed	  the	  ICA	  exhibition	  for	  the	  journals	  Man	  and	  Nature,	  encouraging	  
anthropologists	  and	  other	  members	  of	  the	  scientific	  community	  to	  visit	  the	  show.49	  	  In	  his	  
review	  for	  the	  RAI	  journal	  Man,	  Fagg	  begins	  by	  challenging	  the	  mythology	  surrounding	  
artists’	  ‘discovery’	  of	  primitive	  art	  around	  1910,	  arguing	  that	  it	  was	  British	  and	  German	  
ethnographers	  who	  pioneered	  the	  collection,	  study,	  exhibition	  and	  publication	  of	  primitive	  
works	  of	  art	  in	  the	  nineteenth	  century	  –	  and	  for	  this	  reason	  anthropologists	  should	  always	  
welcome	  exhibitions	  of	  primitive	  art	  in	  London.	  	  Echoing	  the	  letter	  to	  Penrose	  from	  the	  RAI,	  
Fagg	  makes	  clear	  to	  his	  readers	  that	  his	  celebration	  of	  40,000	  Years	  is	  as	  an	  exhibition	  of	  
primitive	  art,	  dismissing	  the	  modern	  works	  for	  a	  lack	  of	  any	  ‘informing	  conviction	  
comparable	  to	  the	  religious	  sanctions	  behind	  the	  primitive	  sculptures’.50	  	  He	  continues:	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
46	  Archer	  and	  Melville	  (1948),	  14.	  
47	  Ibid.	  21	  
48	  This	  also	  supports	  the	  credit	  given	  to	  Fagg	  for	  this	  section	  of	  the	  40,000	  Years	  catalogue	  in	  a	  bibliography	  of	  
Fagg’s	  writing	  compiled	  by	  Frank	  Willett	  in	  1991,	  although	  this	  was	  not	  acknowledged	  at	  the	  time.	  William	  Fagg,	  
‘One	  Hundred	  Notes	  on	  Nigerian	  Art	  from	  Christies	  Catalogues,	  1974-­‐1990’,	  an	  anthology	  edited	  by	  Ezio	  Bassani	  
with	  a	  biography	  by	  Frank	  Willett,	  Quaderni	  Poro	  7	  (Milan:	  Carlo	  Monzino,	  1991),	  32.	  
49	  William	  Fagg,	  ‘Primitive	  and	  Modern	  Art	  in	  London’,	  Man	  49	  (January	  1949),	  9;	  ‘Ancient	  Arts	  and	  Modern	  
Parodies’,	  Nature,	  163	  	  (January	  1949),	  146-­‐7.	  
50	  William	  Fagg,	  ‘Primitive	  and	  Modern	  Art	  in	  London’	  (1949),	  9.	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If	  the	  modern	  work	  imparts	  a	  sense	  of	  search	  and	  experiment,	  of	  trial	  and	  error,	  
the	  primitive	  sculptures	  are	  remarkable	  for	  their	  extraordinary	  stability,	  for	  the	  
sense	  of	  gradual,	  evolutionary	  development	  through	  the	  thousands	  of	  years	  which	  
one	  must	  postulate	  to	  explain	  their	  extreme	  diversification.51	  
Fagg	  concludes	  by	  drawing	  attention	  to	  the	  care	  that	  has	  been	  taken	  to	  ‘secure	  accurate	  
ethnographical	  documentation	  (though	  perforce	  on	  a	  minimal	  scale)’	  in	  the	  exhibition	  
catalogue	  and	  positions	  the	  show	  as	  a	  worthy	  precursor	  to	  a	  ‘much	  greater	  exhibition	  of	  
primitive	  art’	  in	  London,	  ‘which	  would	  demonstrate	  that	  an	  ethnographical	  arrangement,	  
by	  stylistic	  areas	  would	  help	  and	  not	  hinder	  the	  aesthetic	  approach	  of	  the	  public	  to	  the	  
exotic	  and	  still	  obscure	  masterpieces	  of	  the	  pre-­‐industrial	  societies’.52	  	  Fagg’s	  review	  for	  the	  
scientific	  journal	  Nature	  is	  titled	  ‘Ancient	  Arts	  and	  Modern	  Parodies’	  and	  again	  emphasises	  
the	  quality	  of	  the	  selection	  of	  works	  of	  primitive	  art,	  listing	  the	  ‘finest	  pieces’.53	  	  Fagg	  
engages	  directly	  with	  the	  exhibition’s	  intention	  to	  suggest	  a	  ‘community	  of	  inspiration’	  
between	  modern	  and	  primitive	  art,	  arguing	  that	  in	  fact	  the	  effect	  for	  visitors	  is	  the	  reverse	  
and	  that	  this	  had	  been	  confirmed	  by	  most	  of	  the	  art	  critics.	  	  He	  positions	  primitive	  art	  as	  an	  
art	  of	  conformity,	  of	  spiritual	  and	  material	  acceptance,	  conceived	  not	  by	  a	  single	  artist	  ‘but	  
by	  many	  generations	  of	  artists,	  not	  as	  an	  escape	  but	  at	  once	  the	  expression	  and	  the	  
support	  of	  the	  social	  pattern’.54	  	  Central	  to	  this	  is	  a	  notion	  of	  timelessness,	  so	  that	  works	  
physically	  produced	  relatively	  recently	  could	  be	  positioned	  as	  ‘Ancient	  Arts’	  because	  they	  
had	  been	  conceived	  over	  many	  generations.	  	  In	  this	  ‘deeper	  sense’	  he	  suggests	  primitive	  art	  
is	  actually	  nearer	  in	  spirit	  to	  the	  traditionalism	  of	  the	  Royal	  Academy.55	  	  In	  contrast,	  modern	  
art	  continues	  to	  be	  anarchic	  with	  few	  artists	  attempting	  to	  ‘build	  the	  foundations	  of	  a	  new	  
order	  amid	  the	  chaos’;	  he	  identifies	  only	  Henry	  Moore	  in	  this	  exhibition	  as	  pursuing	  this	  
aim	  and	  in	  this,	  as	  holding	  his	  own	  with	  the	  ‘peoples	  of	  Nature’.56	  	  For	  Fagg,	  too	  many	  
artists	  ‘are	  iconoclasts,	  content	  to	  satirize	  our	  world	  by	  drawing,	  for	  their	  purely	  intellectual	  
inspiration,	  upon	  the	  form	  but	  not	  the	  content	  of	  the	  deeply	  religious	  art	  of	  primitive	  
peoples’.57	  	  	  Fagg	  extends	  the	  call	  for	  order	  to	  the	  ICA	  itself,	  hoping	  that	  the	  new	  institution	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
51	  Ibid.	  
52	  Ibid.	  
53	  William	  Fagg,	  ‘Ancient	  Arts	  and	  Modern	  Parodies’	  (1949),	  146.	  
54	  Ibid.	  
55	  Ibid.	  
56	  Ibid.	  
57	  Ibid.	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will	  bring	  ‘direction	  and	  stability	  to	  modern	  art’	  and	  ‘make	  its	  contribution	  to	  a	  re-­‐
integration	  of	  the	  cultural	  elements	  in	  our	  schizophrenic	  society’.58	  	  	   	   	   	  
	  	  	  	  	  	   	  
Fig.11	  and	  Fig.	  12.	  40,000	  Years	  of	  Modern	  Art,	  exhibition	  installation	  view,	  The	  Academy	  Hall,	  Oxford	  St,	  
London,	  1948.	  
	   	  
Fig.13.	  40,000	  Years	  of	  Modern	  Art,	  event	  invitation	  card,	  1949.	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Four	  days	  after	  the	  publication	  of	  Fagg’s	  review	  in	  Nature,	  the	  ICA	  held	  a	  discussion	  
on	  primitive	  art	  between	  an	  anthropologist	  (Dr	  Edmund	  Leach),	  an	  artist	  (Leon	  
Underwood),	  a	  psychiatrist	  (Dr	  John	  Rickman),	  and	  a	  critic	  (Frederick	  Laws),	  chaired	  by	  
Philip	  James	  from	  the	  Arts	  Council.	  	  The	  interdisciplinary	  scope	  of	  this	  debate	  could	  be	  read	  
as	  echoing	  the	  interdisciplinary	  exchanges	  between	  art,	  psychoanalysis	  and	  anthropology	  
amongst	  the	  surrealists	  in	  Paris,	  which	  Read	  later	  directly	  connected	  with	  the	  ideas	  
underpinning	  40,000	  Years:	  	  	  
The	  surrealists	  from	  the	  beginning	  took	  a	  serious	  and	  indeed	  a	  scientific	  interest	  in	  
all	  forms	  of	  primitive	  art,	  and	  in	  Paris	  at	  any	  rate	  there	  was	  a	  close	  understanding	  
between	  the	  surrealist	  artists,	  the	  psychoanalysts,	  and	  the	  anthropologists.	  	  The	  
general	  effect	  of	  this	  was	  to	  reveal	  a	  common	  basis,	  in	  the	  unconscious,	  for	  those	  
irrational	  forms	  of	  art	  in	  which	  the	  contemporary,	  no	  less	  than	  the	  primitive	  man,	  
felt	  impelled	  to	  express	  himself.	  59	  
However,	  in	  practice,	  the	  views	  expressed	  at	  this	  event	  directly	  challenged	  Read’s	  
approach,	  demonstrating	  the	  lively	  and	  fragmented	  nature	  of	  the	  discussions	  surrounding	  
40,000	  Years.	  	  Rickman,	  Underwood	  and	  Leach	  were	  all	  actively	  involved	  with	  the	  Royal	  
Anthropological	  Institute.	  	  Rickman	  was	  interested	  in	  the	  relationship	  between	  
anthropology	  and	  psychoanalysis,	  but	  was	  sensitive	  to	  their	  disciplinary	  differences.60	  	  His	  
involvement	  in	  the	  ICA	  discussion	  seems	  to	  have	  been	  fairly	  informal.	  	  For	  example,	  in	  
contrast	  to	  Leach’s	  detailed	  letter	  responding	  to	  Penrose’s	  invitation,	  Rickman	  wrote	  simply	  
that	  ‘I’ll	  talk	  –	  or	  pretend	  to	  talk	  –	  about	  anything	  they	  choose’.61	  	  Leon	  Underwood	  was	  a	  
close	  friend	  of	  Fagg’s	  and	  his	  ideas	  largely	  overlapped	  with	  those	  expressed	  in	  Fagg’s	  
review.	  	  Underwood’s	  enthusiasm	  for	  a	  universal	  aesthetic	  tradition	  and	  the	  influence	  that	  
this	  had	  on	  his	  approach	  to	  primitive	  art	  has	  been	  discussed	  in	  detail	  by	  the	  art	  historian	  
Celina	  Jeffery.62	  	  For	  example,	  as	  Jeffery	  has	  noted,	  the	  value	  Underwood	  placed	  on	  African	  
art	  was	  closely	  linked	  to	  his	  rejection	  of	  the	  spiritual	  relevance	  of	  modern	  western	  art.63	  	  In	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
59	  Herbert	  Read,	  ‘Tribal	  Art	  and	  Modern	  Man’,	  The	  Tenth	  Muse:	  Essays	  in	  Criticism	  (London:	  Routledge	  and	  
Kegan	  Paul,	  1957)	  308.	  	  Read’s	  essay	  is	  based	  almost	  entirely	  on	  his	  1949	  ICA	  discussion	  on	  ‘Primitive	  and	  
Modern	  Art’	  with	  William	  Fagg	  and	  a	  related	  essay	  by	  Read	  published	  in	  World	  Review	  in	  June	  1949,	  although	  
this	  source	  is	  not	  acknowledged	  directly.	  	  
60	  Pearl	  King,	  ed.,	  No	  Ordinary	  Psychoanalyst:	  The	  Exceptional	  Contributions	  of	  John	  Rickman	  (London:	  Karnac,	  
2003).	  	  This	  volume	  includes	  the	  transcript	  of	  a	  paper	  delivered	  by	  Rickman	  to	  the	  RAI	  in	  1949	  on	  ‘The	  
technique	  of	  interviewing	  in	  anthropology	  and	  psychoanalysis’,	  148-­‐158.	  
61	  Letter	  from	  John	  Rickman	  to	  Roland	  Penrose,	  13th	  January	  1949	  (John	  Rickman	  Papers,	  Archive	  of	  the	  
Institute	  of	  Psychoanalysis,	  CRR/F12/03).	  
62	  Celina	  Jeffery,	  ‘The	  Leon	  Underwood	  collection	  of	  African	  art’,	  The	  Journal	  of	  Museum	  Ethnography	  12	  (May	  
2000).	  
63	  Ibid.,	  22.	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contrast,	  Edmund	  Leach,	  a	  social	  anthropologist	  who	  had	  recently	  completed	  his	  PhD	  at	  the	  
London	  School	  of	  Economics,	  put	  forward	  a	  position	  that	  conflicted	  with	  both	  Read	  and	  
Fagg.	  	  His	  involvement	  reflects	  the	  ICA’s	  interest	  in	  integrating	  a	  more	  radical	  
anthropological	  approach	  that	  privileged	  social	  context.	  	  The	  views	  that	  he	  expressed	  in	  
this	  ICA	  debate	  reflect	  those	  of	  the	  emerging	  academic	  discipline	  of	  anthropology	  in	  Britain.
	   Penrose	  invited	  the	  speakers	  to	  select	  and	  respond	  to	  three	  objects	  from	  the	  
exhibition:	  	  ‘The	  idea	  is	  that	  although	  the	  exhibition	  is	  bound	  to	  be	  in	  the	  back	  of	  most	  
peoples’	  minds	  that	  it	  should	  not	  in	  itself	  be	  the	  main	  theme	  of	  discussion.	  	  This	  should	  
centre	  around	  the	  objects	  which	  are	  being	  selected’.64	  	  The	  transcript	  for	  Leach’s	  
contribution	  indicates	  that	  the	  selected	  objects	  were	  an	  African	  figure,	  and	  a	  figure	  and	  
ancestral	  board	  (Kwoi)	  from	  Polynesia,	  all	  of	  which	  were	  illustrated	  in	  the	  exhibition	  
catalogue.65	  	  	  	  
	  
	   	  	  	  	  	   	  	  	  	  	   	  
Fig.14.	  Illustration	  from	  the	  40,000	  Years	  catalogue	  (page	  18),	  listed	  as	  ‘Figure	  used	  in	  fertility	  ceremonies,	  
Wood,	  Baga,	  French	  Guinea,	  lent	  by	  Webster	  Plass,	  Esq.’.	  
Fig.15.	  Illustration	  from	  the	  40,000	  Years	  catalogue	  (page	  7),	  listed	  as	  ‘Figure	  of	  Tangaroa,	  sea-­‐god	  represented	  
in	  act	  of	  creating	  other	  gods	  and	  men,	  Wood,	  Rurutu	  Island	  (Austral	  Group),	  cast,	  British	  Museum’.	  
Fig.16.	  Illustration	  from	  the	  40,000	  Years	  catalogue	  (page	  47),	  listed	  as	  ‘Ceremonial	  Tablet,	  Painted	  Wood,	  
Papuan	  Gulf,	  New	  Guinea,	  lent	  by	  Brighton	  Museum	  &	  Art	  Gallery’.	   	   	   	   	  
	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
64	  Letter	  from	  Roland	  Penrose	  to	  John	  Rickman,	  12th	  Jan	  1949	  (John	  Rickman	  Papers,	  Archive	  of	  the	  Institute	  of	  
Psychoanalysis,	  CRR/F12/02).	  
65	  Archer	  and	  Melville	  (1948),	  49-­‐51.	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As	  an	  anthropologist,	  Leach	  chose	  to	  focus	  on	  the	  relevance	  of	  social	  context,	  
which	  he	  used	  to	  question	  the	  assumptions	  underpinning	  the	  exhibition.	  	  In	  particular,	  he	  
was	  anxious	  ‘to	  avoid	  and	  rebut	  what	  seem	  to	  me	  specious	  and	  wholly	  subjective	  
interpretations	  of	  the	  intentions	  conscious	  or	  unconscious	  of	  primitive	  artists	  and	  
craftsmen’.66	  	  Leach	  rejected	  Read’s	  basic	  premise	  that	  modern	  and	  primitive	  artists	  shared	  
unconscious	  feelings	  and	  intuitions	  that	  demanded	  expression	  in	  ‘abstract	  and	  
unnaturalistic	  forms’,	  pointing	  out	  that	  ‘it	  is	  extremely	  difficult	  to	  make	  convincing	  
statements	  about	  the	  unconscious	  feelings	  and	  intuitions	  of	  members	  of	  our	  own	  society	  
and	  that	  it	  is	  wholly	  impossible	  to	  do	  so	  about	  the	  unconscious	  feelings	  of	  people	  who	  have	  
been	  brought	  up	  in	  a	  totally	  different	  cultural	  environment	  to	  ourselves’.67	  	  Instead,	  Leach	  
argued	  for	  the	  importance	  of	  basing	  interpretations	  of	  the	  objects	  on	  rigorous	  
ethnographic	  data.	  	  Beginning	  with	  the	  catalogue	  entry	  on	  African	  Negro	  Art	  and	  its	  
promising	  statement	  that	  the	  distorted	  forms	  are	  determined	  by	  the	  social	  functions	  of	  the	  
mask	  or	  figure,	  Leach	  questions	  Archer	  and	  Melville’s	  discussion	  of	  individual	  examples	  in	  
this	  section.	  	  Fagg	  would	  certainly	  have	  contributed	  to,	  if	  not	  written,	  these	  descriptions,	  
which	  combine	  visual	  analysis	  with	  attention	  to	  social	  context.	  	  Leach	  suggests	  they	  ‘seem	  
to	  impute	  to	  the	  African	  artist	  all	  sorts	  of	  abstract	  or	  subjective	  intentions	  which	  are	  
unverifiable	  from	  the	  ethnographic	  data’.68	  	  He	  focusses	  on	  their	  discussion	  of	  the	  Baga	  
figure	  from	  the	  Webster	  Plass	  Collection,	  described	  in	  the	  catalogue	  text	  as	  follows:	  
In	  the	  Baga	  piece	  […]	  the	  massive	  head,	  the	  protruding	  beak-­‐like	  nose,	  and	  huge	  
geometric	  breasts	  convey	  the	  idea	  not	  only	  of	  power	  but	  of	  fertility.	  	  The	  figure	  is	  
designed	  to	  represent	  a	  goddess	  of	  maternity	  named	  Nimba,	  who	  is	  the	  consort	  of	  
the	  most	  powerful	  spirit	  in	  Baga	  society.	  	  It	  is	  borne	  amongst	  a	  dancing	  crowd	  at	  
the	  plays	  which	  are	  performed	  by	  a	  secret	  society,	  and	  the	  function	  of	  the	  ritual	  is	  
to	  promote	  childbirth.69	  	  
Leach	  dismisses	  this	  statement	  as	  ‘bogus	  guesswork’,	  in	  particular	  the	  abstract	  label	  of	  
‘goddess	  of	  maternity’	  and	  the	  idea	  that	  the	  emphasis	  on	  the	  breasts	  conveys	  fertility.	  	  He	  
showed	  the	  audience	  a	  photograph	  of	  a	  similar	  figure	  from	  the	  Musée	  de	  l’Homme	  which	  is	  
dressed	  in	  a	  cloak,	  as	  it	  would	  look	  in	  its	  ritual	  context,	  suggesting	  that	  ‘in	  this	  guise	  […]	  the	  
“huge	  geometric	  breasts”	  might	  as	  well	  belong	  to	  a	  spinster	  maiden	  aunt	  or	  a	  dowager	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
66	  Edmund	  Leach	  lecture	  notes	  (Edmund	  Leach	  Papers,	  Kings	  College	  Archive,	  ERL/2/48).	  
67	  Ibid.	  
68	  Ibid.	  
69	  Archer	  and	  Melville	  (1948),	  19.	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duchess,	  as	  to	  a	  goddess	  of	  maternity’.70	  	  Leach’s	  point	  is	  to	  alert	  the	  audience	  to	  the	  
danger	  of	  making	  assumptions	  about	  the	  original	  social	  meanings	  of	  the	  works	  from	  a	  
formal	  analysis	  that	  is	  not	  rooted	  in	  the	  original	  context	  of	  production	  and	  use.	  	  He	  goes	  on	  
to	  question	  how	  far	  any	  of	  the	  works	  can	  be	  considered	  the	  product	  of	  individual	  creative	  
inspiration,	  when	  the	  design	  of	  most	  if	  not	  all	  are	  rigidly	  determined	  by	  their	  functional	  
contexts.	  	  In	  support	  of	  his	  argument	  he	  showed	  the	  audience	  another	  Baga	  figure	  of	  
similar	  design.	  	  He	  then	  goes	  on	  to	  establish	  why	  their	  second	  object	  of	  discussion,	  the	  
Polynesian	  figure,	  despite	  being	  unique	  is	  not	  necessarily	  a	  work	  of	  original	  artistic	  
inspiration.	  	  Leach	  moves	  the	  discussion	  on	  to	  suggest	  that	  the	  general	  characteristics	  of	  
the	  examples	  of	  primitive	  art	  are	  only	  understandable	  if	  one	  considers	  the	  differences	  
between	  the	  structure	  of	  primitive	  societies	  and	  the	  structure	  of	  modern	  society.	  	  He	  
elaborates	  on	  this	  by	  focussing	  on	  the	  function	  and	  visual	  symbolism	  evident	  in	  the	  Kwoi	  
board	  from	  Papua	  New	  Guinea:	  	  
What	  I	  would	  like	  to	  stress	  is	  that	  this	  symbolism	  involves	  no	  elaborate	  aesthetic	  
ambiguity,	  nor	  is	  it	  an	  expression	  of	  the	  group	  unconscious;	  it	  is	  a	  perfectly	  
conscious	  symbolism	  which	  can	  be	  read	  off	  like	  a	  book	  by	  any	  intelligent	  adult	  
member	  of	  the	  community…	  Even	  when	  it	  is	  not	  naturalistic	  primitive	  art	  is	  almost	  
always	  representational;	  it	  tells	  a	  story.71	  	  	  
The	  shared	  understanding	  of	  elaborate	  myth	  between	  the	  artist	  and	  audience	  means	  that	  
complicated	  stories	  can	  be	  told	  in	  individual	  works	  through	  the	  use	  of	  accepted	  shorthand	  
codes,	  which	  are	  reproduced	  many	  times.	  	  ‘This	  is	  seldom	  a	  matter	  of	  direct	  copying;	  rather	  
it	  is	  a	  case	  of	  recapitulating	  the	  same	  shorthand	  expression	  of	  the	  same	  mythological	  
concept.	  	  This	  is	  work	  for	  master-­‐craftsmen	  rather	  than	  original	  artists’.72	  	  Leach	  sums	  up	  
his	  argument	  as	  follows:	  	  
The	  title	  of	  the	  exhibition	  would	  seem	  to	  imply	  that	  such	  objects	  as	  these	  are	  
individual	  artistic	  creations	  in	  the	  same	  sense	  as	  a	  picture	  by	  Picasso	  or	  a	  piece	  of	  
sculpture	  by	  Henry	  Moore.	  	  I	  believe	  this	  analogy	  is	  false.	  	  A	  better	  comparison	  
might	  be	  to	  compare	  such	  things	  with	  high	  grade	  furniture.	  	  You	  may	  or	  may	  not	  
like	  the	  style;	  you	  really	  have	  no	  criterion	  by	  which	  to	  judge	  the	  aesthetic	  quality.	  	  
The	  individuality	  which	  differentiates	  one	  piece	  of	  a	  particular	  kind	  from	  another	  is,	  
except	  in	  rare	  instances,	  a	  matter	  of	  technical	  proficiency	  rather	  than	  creative	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
70	  Edmund	  Leach	  lecture	  notes	  (Edmund	  Leach	  Papers,	  Kings	  College	  Archive,	  ERL/2/48).	  
71	  Ibid.	  
72	  Ibid.	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inspiration.	  	  I	  have	  no	  doubt	  that	  great	  and	  original	  artists	  arise	  in	  primitive	  society	  
from	  time	  to	  time	  just	  as	  they	  do	  in	  our	  own,	  but	  I	  do	  not	  imagine	  that	  they	  do	  so	  
very	  frequently	  or	  that	  their	  work	  is	  commonly	  preserved.73	  
Leach’s	  isolation	  of	  the	  modern	  artist	  as	  an	  individual	  innovator,	  in	  contrast	  to	  the	  
socially	  integrated	  work	  of	  primitive	  artists,	  sits	  in	  tension	  with	  the	  ICA’s	  aspiration	  to	  show	  
that	  modern	  artists	  and	  their	  works	  were	  actively	  contributing	  to	  society	  and	  should	  be	  
valued	  in	  relation	  to	  this,	  as	  primitive	  arts	  are.	  	  William	  Archer	  had	  expressed	  this	  directly	  in	  
relation	  to	  40,000	  Years	  in	  September	  1948	  in	  a	  text	  that	  positioned	  primitive	  art	  as	  having	  
served	  not	  necessarily	  as	  an	  influence	  but	  as	  ‘a	  sanction,	  a	  validating	  parallel,	  a	  proof	  that	  
the	  methods	  of	  modern	  painting	  are	  as	  natural	  as	  they	  are	  necessary’.74	  	  Archer	  argued	  
that:	  	  
In	  primitive	  society	  art	  is	  hardly	  ever	  trivial.	  	  It	  is	  intimately	  linked	  with	  all	  that	  is	  
valued	  most.	  	  Between	  Picasso,	  Miro	  and	  Ernst	  on	  the	  one	  hand	  and	  Negroes,	  
Sandwich	  Islanders	  and	  Indians	  on	  the	  other,	  there	  is	  no	  difference	  in	  
fundamentals.	  	  ‘Painting’,	  said	  Picasso,	  ‘is	  not	  done	  to	  decorate	  apartments.	  	  It	  is	  an	  
instrument	  of	  war	  for	  attack	  and	  defence	  against	  the	  enemy’.	  	  With	  that	  dictum,	  
there	  is	  not	  a	  primitive	  who	  would	  disagree.75	  	  	  
Unlike	  Archer,	  Read	  and	  Penrose,	  neither	  Leach	  nor	  Fagg	  seem	  to	  have	  sympathised	  with	  
the	  idea	  that	  the	  work	  of	  Picasso	  could	  have	  such	  social	  agency.	  	  In	  a	  letter	  to	  Fagg	  the	  day	  
after	  his	  presentation,	  Leach	  expressed	  his	  disappointment	  that	  the	  discussion	  didn’t	  
address	  what	  he	  considered	  to	  be	  the	  key	  issue:	  ‘the	  nature	  of	  the	  criteria	  by	  which	  
“Westerners”	  do	  or	  can	  claim	  to	  make	  aesthetic	  judgements	  about	  “primitive”	  objects’.76	  	  
In	  contrast,	  Fagg	  shared	  Read’s	  confidence	  that	  certain	  artworks	  possessed	  universal	  
qualities	  and,	  unlike	  Leach,	  it	  was	  here	  that	  Fagg	  considered	  there	  to	  be	  a	  connection	  
between	  primitive	  art	  and	  the	  work	  of	  some	  modern	  artists.	  	  	   	   	  
	   Fagg’s	  own	  aesthetic	  judgements	  about	  art	  emanated	  from	  this	  core	  idea	  of	  a	  
timeless	  universal	  category	  of	  art.	  	  He	  elaborated	  on	  this	  and	  on	  his	  interpretation	  of	  
Read’s	  ideas	  in	  a	  second	  ‘Discussion	  on	  Primitive	  and	  Modern	  Art’,	  organised	  by	  the	  ICA	  on	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
73	  Ibid.	  
74	  Notes	  catalogued	  in	  the	  ICA	  Archive	  as	  ‘William	  Archer,	  Provisional	  draft	  for	  the	  lecture	  ‘Modern	  Painting	  and	  
Primitive	  Art’’,	  with	  a	  note	  dated	  22	  September	  1948	  (TGA	  955/1/7/11).	  	  Given	  the	  date	  and	  the	  similarity	  in	  
content	  these	  notes	  may	  have	  actually	  just	  been	  an	  initial	  draft	  of	  the	  catalogue	  text.	  There	  is	  no	  indication	  in	  
the	  text,	  note	  or	  supporting	  material	  that	  this	  draft	  was	  for	  a	  lecture,	  nor	  is	  a	  lecture	  by	  Archer	  recorded	  in	  the	  
ICA	  events	  programme.	  	  
75	  Ibid.	  
76	  Letter	  from	  Edmund	  Leach	  to	  William	  Fagg,	  27th	  January	  1949	  (William	  Fagg	  Archive,	  RAI,	  Box	  7).	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1st	  March	  1949	  to	  coincide	  with	  the	  annual	  meeting	  of	  the	  Royal	  Archaeological	  Society.	  	  
Read	  and	  Fagg	  both	  presented	  their	  ideas	  for	  the	  discussion,	  which	  was	  chaired	  by	  John	  
Rickman.	  	  Read’s	  contribution	  was	  later	  published	  in	  World	  Review	  as	  ‘Primitive	  and	  
Modern	  Art’,	  with	  the	  tag	  line	  	  ‘Does	  modern	  art	  suggest	  that	  the	  uneasiness	  caused	  by	  
facing	  the	  problem	  of	  man’s	  cosmic	  predicament	  brings	  about	  a	  return	  to	  the	  ‘primitive’	  
state	  of	  mind?’.77	  	  In	  his	  talk	  and	  the	  subsequent	  publication	  Read	  introduced	  40,000	  Years	  
of	  Modern	  Art	  as	  an	  exhibition	  that	  sought	  to	  demonstrate	  through	  the	  exhibits	  the	  
‘profound	  truth’	  that	  ‘art,	  in	  its	  essential	  qualities,	  has	  not	  changed	  since	  it	  made	  its	  first	  
appearance	  in	  prehistoric	  times’.78	  	  Within	  this	  basic	  premise,	  Read	  suggests	  that	  the	  shift	  
in	  modern	  art	  away	  from	  representational	  realism	  to	  abstraction	  or	  symbolism	  is	  a	  
reflection	  of	  philosophical,	  religious	  and	  economic	  trends	  in	  modern	  society	  that	  ‘have	  led	  
mankind	  into	  a	  state	  of	  religious	  unbelief,	  of	  psychological	  unbalance,	  and	  social	  unrest’.79	  	  
Drawing	  on	  crude	  classifications,	  Read	  suggests	  ‘a	  parallel	  between	  religions	  of	  fear,	  terror,	  
propitiation	  and	  retribution,	  to	  which	  would	  correspond	  arts	  of	  symbolic	  or	  geometric	  
tendency;	  and	  between	  religions	  of	  ritual	  and	  sympathetic	  magic	  based	  on	  a	  belief	  in	  the	  
beneficence	  of	  nature	  and	  the	  gods,	  to	  which	  would	  correspond	  a	  naturalistic	  or	  
representational	  art’.80	  	  This,	  Read	  argues,	  accounts	  for	  the	  ‘emotive	  symbols’	  that	  
primitive	  man	  used	  to	  express	  his	  anguish	  when	  faced	  with	  ‘man’s	  cosmic	  predicament’,	  
symbols	  which	  were	  being	  intuitively	  replicated	  by	  the	  modern	  artist.	  	  	  
The	  modern	  man,	  and	  the	  modern	  artist	  in	  particular,	  is	  no	  mere	  eclectic	  monkey,	  
trying	  to	  imitate	  for	  his	  occasional	  amusement	  the	  artifices	  of	  primitive	  races;	  on	  
the	  contrary,	  he	  is,	  spiritually	  speaking,	  in	  a	  tough	  spot	  himself,	  and	  the	  more	  
honest	  he	  is,	  the	  more	  resolutely	  he	  rejects	  the	  traditional	  shams	  and	  worn	  
counters	  of	  expression,	  the	  more	  nearly,	  and	  the	  more	  unconsciously,	  he	  finds	  
himself	  in	  a	  manner	  which	  bears	  a	  real	  and	  no	  longer	  superficial	  resemblance	  to	  so-­‐
called	  ‘primitive’	  art.81	  
Fagg’s	  response	  to	  Read	  in	  this	  discussion	  revisits	  the	  key	  points	  of	  his	  reviews	  for	  
Man	  and	  Nature,	  that	  anthropologists	  preceded	  artists	  in	  their	  discovery	  of	  primitive	  art,	  
and	  that	  Read’s	  notion	  of	  a	  ‘community	  of	  inspiration’	  between	  modern	  and	  primitive	  art	  
was	  not	  viable.	  	  For	  this	  discussion,	  Fagg	  began	  by	  distinguishing	  the	  concerns	  of	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
77	  Herbert	  Read,	  ‘Primitive	  and	  Modern	  Art’,	  World	  Review	  (June	  1949).	  
78	  Ibid.,	  34.	  
79	  Ibid.,	  37.	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  Ibid.,	  38.	  
81	  Ibid.,	  39.	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anthropologist	  as	  being	  with	  facts,	  evidence	  and	  scientific	  proof,	  whereas	  for	  the	  art	  critic	  
(or	  philosopher)	  ‘what	  he	  cannot	  say	  from	  objective	  fact,	  he	  must	  supply	  with	  subjective	  
opinion’.82	  	  He	  assures	  his	  audience	  that	  he	  considers	  both	  approaches	  to	  be	  necessary,	  ‘so	  
long	  as	  knowledge	  is	  incomplete’.83	  	  Fagg	  goes	  on	  to	  challenge	  a	  series	  of	  details	  in	  Read’s	  
talk,	  questioning	  his	  disregard	  for	  the	  work	  of	  pioneering	  nineteenth-­‐century	  
anthropologists.	  	  He	  also	  questions	  the	  validity	  of	  the	  works	  cited	  by	  Read,	  including	  Carl	  
Einstein,	  Leo	  Frobenius	  and	  Paul	  Guillaume	  –	  none	  of	  whom	  Fagg	  considered	  to	  be	  reliable	  
interpreters	  of	  primitive	  art.	  	  For	  example,	  Fagg	  describes	  Carl	  Einstein	  as	  a	  ‘standing	  joke’	  
among	  ethnologists.84	  	  Fagg	  agrees,	  however,	  with	  Read	  that	  ‘man	  is	  an	  aesthetic	  creature’,	  
noting	  that	  ‘here	  I	  differ	  somewhat	  from	  my	  friend	  Dr	  Leach’s	  opinion	  that	  there	  is	  little	  in	  
primitive	  societies	  that	  corresponds	  with	  what	  we	  call	  art’.85	  	  Fagg	  turns	  to	  an	  etymological	  
analysis	  of	  the	  term	  art,	  stressing	  Sanskrit	  and	  Greek	  interpretations	  related	  to	  fitting,	  
joining	  and	  harmony.	  	  From	  this	  Fagg	  declares	  that	  ‘art	  must	  be	  concerned	  with	  fitting	  
things	  together	  in	  a	  pleasing	  way	  so	  as	  to	  improve	  upon	  nature’	  –	  ‘art	  is	  an	  expression	  of	  
the	  Golden	  Rule,	  upon	  which	  all	  society	  is	  based:	  "Do	  to	  others	  as	  you	  wish	  them	  to	  do	  for	  
you",	  or	  "leave	  things	  better	  than	  you	  find	  them".	  	  Man	  has	  a	  natural	  tendency	  to	  improve	  
upon	  nature,	  and	  this	  tendency	  is	  towards	  order	  and	  away	  from	  chaos’.86	  	  For	  Fagg,	  the	  
‘natural’	  function	  of	  art	  was	  to	  support	  the	  social	  fabric	  and	  he	  considered	  this	  to	  be	  the	  
background	  against	  which	  primitive	  and	  modern	  art	  should	  be	  compared	  –	  the	  extent	  to	  
which	  they	  succeed	  in	  the	  ‘high	  purpose’	  of	  expressing	  and	  supporting	  the	  social	  pattern.	  	  
Fagg	  elaborated	  on	  the	  argument	  outlined	  in	  his	  Nature	  article,	  that	  primitive	  art	  was	  a	  
deeply	  religious	  art	  of	  conformity,	  while	  modern	  art	  was	  merely	  pursuing	  an	  indulgent	  and	  
unproductive	  revolt	  against	  society:	  	  	  
Modernist	  art...	  is	  frankly	  revolutionary,	  and	  it	  is	  clear	  from	  the	  writings	  of	  its	  
leaders	  that	  they	  have	  pursued	  revolution	  as	  an	  end	  in	  itself	  and	  not	  as	  a	  necessary	  
evil.	  	  Revolution	  is	  sterile	  unless	  it	  comprises	  a	  constructive	  as	  well	  as	  a	  destructive	  
aspect;	  it	  seems	  to	  me	  that,	  after	  40	  years,	  the	  underlying	  mood	  is	  still	  anarchistic,	  
a	  desire	  for	  novelty	  at	  all	  costs,	  for	  defiance	  of	  all	  order	  and	  discipline,	  for	  a	  
constant	  renewal	  of	  chaos.	  	  Art	  in	  France	  has	  tended	  to	  be	  associated	  with	  
principles	  and	  elements	  which	  are	  subversive	  not	  only	  of	  society,	  but	  also,	  
according	  to	  my	  thesis,	  of	  the	  very	  nature	  of	  art	  itself.	  	  Too	  many	  painters	  are	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
82	  William	  Fagg	  lecture	  notes	  (William	  Fagg	  Archive,	  RAI,	  Box	  7).	  
83	  Ibid.	  
84	  Ibid.	  
85	  Ibid.	  
86	  Ibid.	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confirmed	  iconoclasts,	  content	  to	  satirise	  our	  world	  by	  drawing	  on	  occasion,	  for	  
their	  purely	  intellectual	  inspiration,	  upon	  the	  form	  but	  not	  the	  real,	  spiritual	  
content,	  of	  the	  deeply	  religious	  art	  of	  the	  primitive	  peoples.87	  
In	  this	  discussion,	  and	  in	  the	  article	  for	  Nature,	  Fagg’s	  argument	  reflects	  his	  own	  
hierarchical	  view	  of	  art,	  in	  which	  certain	  objects	  of	  primitive	  art	  encapsulate	  ‘the	  very	  
nature	  of	  art’,	  working	  harmoniously	  to	  express	  and	  support	  the	  social	  fabric	  and	  the	  
individual.	  	  In	  comparison,	  he	  considered	  most	  modern	  European	  art	  to	  have	  failed	  to	  serve	  
this	  high	  purpose,	  running	  ‘directly	  counter	  to	  it’	  in	  its	  rejection	  of	  the	  past	  and	  of	  social	  
conventions.	  	  Turning	  again	  to	  the	  work	  of	  Henry	  Moore	  as	  an	  exception,	  Fagg	  asks	  if	  ‘in	  
general,	  the	  sculptor’s	  materials	  impose	  a	  discipline	  and	  a	  circumspection	  from	  which	  the	  
painter	  is	  exempt’.	  	  	  
	  
	  	  	  	  	  	  	   	  
Fig.	  17.	  Illustration	  of	  Jean	  Dubuffet,	  Figure	  with	  umbrella	  (1945)	  from	  Herbert	  Read’s	  book,	  Art	  Now:	  An	  
Introduction	  to	  the	  Theory	  of	  Modern	  Painting	  and	  Sculpture	  (London:	  Faber	  and	  Faber,	  1960	  edition).	  	  	   	  
Fig.	  18.	  Illustration	  from	  the	  40,000	  Years	  catalogue	  (page	  16),	  listed	  as	  ‘Figure	  used	  for	  guarding	  skulls	  of	  the	  
dead.	  Wood,	  brass	  and	  copper,	  Bakota,	  Gaboon,	  Lent	  by	  Webster	  Plass,	  Esq.’.	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Fagg	  focuses	  his	  criticism	  in	  this	  discussion	  on	  the	  work	  of	  Jean	  Dubuffet	  and	  
Picasso.	  	  He	  showed	  his	  audience	  an	  image	  of	  a	  painting	  by	  ‘the	  egregious	  Dubuffet’,	  
alongside	  an	  image	  of	  the	  Bakota	  mask	  illustrated	  in	  the	  40,000	  Years	  catalogue.88	  	  ‘I	  defy	  
anyone	  to	  show	  that	  he	  is	  here	  doing	  anything	  but	  spitting	  in	  the	  eye	  both	  of	  modern	  Paris	  
and	  of	  primitive	  art;	  it	  is	  a	  sneer,	  not	  to	  be	  dignified	  by	  the	  name	  of	  satire	  or	  parody,	  much	  
less	  of	  art’.89	  	  He	  goes	  on	  to	  dismiss	  Picasso’s	  Les	  Demoiselles	  d’Avignon	  (1907)	  as	  ‘an	  
iconoclastic	  gesture’.90	  	  In	  conclusion,	  Fagg	  rejects	  Read’s	  hypothesis	  relating	  to	  a	  
correlation	  between	  art	  styles	  and	  forms	  of	  religion	  on	  the	  basis	  that	  just	  a	  few	  examples	  of	  
anthropological	  study	  in	  this	  field	  ‘illustrate	  the	  fact	  that	  so	  simple	  a	  generalisation	  will	  not	  
work	  in	  practice’.91	  	  He	  agrees	  with	  Read	  that	  the	  modern	  artist	  has	  ‘resorted	  to	  primitive	  
art	  for	  the	  expression	  of	  his	  own	  pessimism’:	  
But	  that,	  I	  hold,	  is	  the	  modern	  artist’s	  cardinal	  error,	  for	  primitive	  art	  is	  in	  essence	  
optimistic,	  being	  for	  the	  most	  part	  both	  a	  source	  and	  an	  expression	  of	  confidence:	  
there	  is	  no	  room	  for	  the	  pessimist	  in	  primitive	  society;	  when	  he	  exists,	  he	  is	  treated	  
as	  a	  social	  misfit.	  	  And	  so	  I	  say	  let	  modern	  artists	  –	  at	  least	  modern	  painters	  –	  
discard	  all	  their	  existing	  preconceptions	  about	  primitive	  art,	  and	  all	  their	  Freudian	  
impedimenta,	  and	  come	  again	  to	  the	  British	  Museum	  and	  the	  Royal	  
Anthropological	  Institute	  and	  the	  schools	  of	  anthropology	  to	  study	  with	  us,	  in	  equal	  
partnership,	  primitive	  art	  as	  it	  really	  is.	  	  So	  may	  they	  perhaps	  learn	  to	  uplift	  and	  
ennoble	  their	  own	  disordered	  society	  –	  as	  primitive	  artists	  have	  done	  for	  thousands	  
of	  years	  among	  the	  peoples	  of	  nature.92	  
Fagg	  was	  committed	  to	  encouraging	  artists	  to	  engage	  with	  ethnographic	  collections	  
as	  a	  source	  of	  inspiration,	  hoping	  that	  it	  would	  lead	  them	  to	  make	  work	  that	  similarly	  
embodied	  his	  perception	  of	  the	  ‘true’	  nature	  of	  art.	  	  This	  aspiration	  underpinned	  Fagg’s	  
support	  for	  the	  ICA	  and	  had	  parallels	  with	  Herbert	  Read’s	  notion	  of	  a	  ‘world	  tradition’	  in	  
art.93	  	  However,	  Fagg	  (like	  Leach	  and	  other	  anthropologists	  who	  encountered	  40,000	  Years)	  
was	  not	  convinced	  by	  Read’s	  belief	  in	  the	  existence	  of	  a	  common	  primitive	  state	  of	  mind	  as	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
88	  Ibid.	  
89	  Ibid.	  Fagg’s	  notes	  suggest	  the	  Dubuffet	  painting	  was	  Figure	  with	  umbrella,	  1945.	  
90	  Ibid.	  
91	  Ibid.	  
92	  Ibid.	  
93	  See	  Andrew	  Causey’s	  discussion	  of	  Herbert	  Read’s	  series	  of	  Lund	  Humphries	  monographs	  (Moore,	  Hepworth	  
and	  Nicholson)	  written	  in	  the	  1940s	  and	  50s,	  in	  which	  Read	  attempts	  to	  locate	  the	  artists	  in	  ‘world	  terms’.	  	  
Causey	  makes	  the	  connection	  with	  the	  effort	  in	  40,000	  Years	  to	  highlight	  the	  ‘universality	  of	  art’.	  	  Andrew	  
Causey	  ‘Herbert	  Read	  and	  Contemporary	  Art’	  in	  David	  Goodway,	  Herbert	  Read	  Reassessed	  (Liverpool:	  Liverpool	  
University	  Press,	  1998),	  138-­‐141.	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accounting	  for	  modern	  artists’	  use	  of	  non-­‐naturalistic	  or	  irrational	  forms.	  	  	  Neither	  could	  
Fagg	  engage	  with	  the	  idea	  that	  most	  of	  the	  modern	  work	  being	  promoted	  by	  the	  ICA	  had	  
any	  potential	  for	  social	  agency.	  	  He	  considered	  the	  emphasis	  that	  most	  modern	  artists	  
placed	  on	  disruption,	  instability	  and	  on	  challenging	  tradition	  to	  run	  directly	  counter	  to	  the	  
purposes	  of	  true	  art.	  	  	  	   	  
	   	  
	  
Fig.19.	  Installing	  Picasso’s	  Les	  Demoiselles	  d’Avignon	  (1907)	  in	  The	  Academy	  Hall	  for	  the	  exhibition	  40,000	  Years	  
of	  Modern	  Art	  (1948).	  
	  
This	  points	  to	  fundamental	  differences	  between	  Fagg’s	  support	  for	  an	  exchange	  
between	  anthropology	  and	  art	  in	  London,	  and	  the	  more	  radical	  engagement	  between	  these	  
disciplines	  in	  Paris	  that	  shaped	  the	  interdisciplinary	  aspirations	  of	  Read,	  Penrose	  and	  
particularly	  the	  next	  generation	  of	  artist	  members	  at	  the	  ICA.	  	  Penrose	  had	  summarised	  his	  
more	  optimistic	  response	  to	  the	  re-­‐evaluation	  of	  values	  that	  this	  ‘visual	  revolution’	  allowed	  
for	  in	  a	  discussion	  at	  the	  V&A	  in	  August	  1948:	  
I	  have	  always	  taken	  a	  very	  keen	  interest	  in	  the	  developments	  of	  the	  visual	  
revolution	  in	  this	  century.	  	  Three	  things	  are	  chiefly	  responsible	  for	  that	  revolution.	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One	  is	  Cubism,	  another	  is	  Surrealism,	  and	  the	  third	  is	  Picasso.	  	  Those	  three	  things	  
are	  factors	  which	  make	  for	  something	  new	  in	  our	  outlook	  in	  the	  visual	  world	  
because	  they	  all	  make	  for	  a	  breakdown	  of	  the	  old	  watertight	  compartments	  and	  for	  
a	  union	  between	  science	  and	  the	  arts,	  between	  the	  sophisticated	  and	  the	  primitive,	  
between	  emotion	  and	  calculation.94	  
For	  Read,	  it	  was	  the	  surrealists’	  ‘serious’	  and	  ‘scientific’	  interest	  in	  primitive	  art,	  
and	  the	  ‘close	  understanding’	  between	  the	  surrealist	  artists,	  the	  psychoanalysts,	  and	  the	  
anthropologists	  in	  Paris,	  that	  revealed	  the	  shared	  unconscious	  sources	  of	  expression	  that	  
he	  was	  so	  keen	  to	  demonstrate	  in	  40,000	  Years.95	  	  However,	  Read’s	  emphasis	  on	  unity	  did	  
not	  allow	  for	  the	  complexity	  of	  the	  ‘ethnographic	  surrealism’	  that	  had	  been	  practiced	  in	  
Paris	  in	  the	  1920s	  and	  30s.96	  	  Here,	  in	  the	  encounter	  between	  surrealism	  and	  ethnography,	  
artists	  and	  anthropologists	  used	  the	  fragmentation	  and	  complexity	  of	  human	  cultural	  
expression	  to	  question	  the	  ‘fixed’	  categories	  and	  assumptions	  associated	  with	  a	  rational	  
social	  order.	  	  In	  the	  discussions	  surrounding	  40,000	  Years	  Edmund	  Leach	  came	  perhaps	  
closest	  to	  this	  in	  wishing	  to	  question	  European	  aesthetic	  values	  in	  relation	  to	  primitive	  art.	  	  
In	  his	  notes	  for	  the	  discussion,	  Leach	  criticised	  the	  notion	  of	  ‘absolute	  and	  timeless’	  
aesthetic	  values	  in	  art	  criticism,	  stating	  that:	  
There	  are	  very	  competent	  critics	  of	  the	  European	  arts	  who	  believe	  that	  their	  sense	  
of	  aesthetic	  taste	  has	  this	  absolute	  quality	  and	  that	  when	  they	  look	  at	  a	  carving	  
from	  West	  Africa	  or	  from	  New	  Guinea	  and	  assert	  that	  it	  is	  a	  work	  of	  art,	  that	  the	  
values	  they	  attach	  to	  that	  object	  are	  absolute	  and	  timeless	  and	  not	  merely	  
conditioned	  by	  the	  fact	  that	  it	  bears	  some	  similarity	  to	  a	  style	  already	  familiar	  in	  
European	  culture.97	  	  
Leach’s	  disappointment	  that	  the	  discussion	  of	  40,000	  Years	  failed	  to	  engage	  with	  this	  key	  
point	  reflects	  a	  broader	  impression	  that	  despite	  bringing	  together	  different	  perspectives,	  
there	  was	  little	  actual	  movement	  of	  ideas	  as	  a	  result	  of	  these	  ICA	  events,	  certainly	  amongst	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
94	  Roland	  Penrose,	  discussion	  at	  the	  V&A	  on	  18th	  August	  1948,	  reported	  in	  Architects	  Journal	  (9th	  September	  
1948).	  	  Reproduced	  in	  Massey	  and	  Muir	  (2014),	  22.	  
95	  Read,	  ‘Tribal	  Art	  and	  Modern	  Man’	  (1957),	  308.	  	  	  
96	  Clifford	  (1981).	  	  See	  also	  Kelly	  (2007)	  and	  Jolles	  (2013).	  
97	  Edmund	  Leach	  lecture	  notes	  (Edmund	  Leach	  Papers,	  Kings	  College	  Archive,	  ERL/2/48).	  	  Leach	  would	  later	  
extend	  this	  criticism	  directly	  to	  Fagg.	  	  However,	  in	  this	  period	  he	  encouraged	  Fagg,	  saying	  in	  a	  letter	  that	  when	  
it	  came	  to	  aesthetics	  and	  African	  art,	  he	  considered	  Fagg	  to	  be	  ‘one	  of	  the	  few	  people	  who	  knows	  his	  stuff	  and	  
talks	  some	  sense	  on	  the	  subject	  at	  the	  same	  time’.	  Letter	  from	  Edmund	  Leach	  to	  William	  Fagg,	  February	  1949	  
(RAI	  William	  Fagg	  Archive	  Box	  7).	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the	  speakers.98	  	  Fagg’s	  enthusiasm	  for	  the	  project	  was	  clearly	  limited	  to	  the	  display	  of	  
ethnographic	  objects	  rather	  than	  the	  work	  of	  the	  European	  avant-­‐garde.	  	  However,	  he	  
remained	  supportive	  of	  the	  ICA,	  defending	  their	  interest	  in	  primitive	  art	  in	  the	  journal	  Man	  
as	  calling	  ‘for	  rejoicing	  like	  that	  with	  which	  the	  repentance	  of	  a	  sinner	  is	  greeted	  in	  
heaven’.99	  	  Notably,	  he	  describes	  40,000	  Years	  as	  a	  greater	  achievement	  than	  the	  
concurrent	  exhibition	  ‘The	  Art	  of	  Primitive	  Peoples’	  at	  the	  Fitzwilliam	  Museum	  in	  
Cambridge,	  since	  the	  ICA	  ‘were	  not	  preaching	  to	  the	  converted,	  but	  carrying	  the	  gospel	  to	  
the	  benighted	  Philistines	  of	  greater	  London’.100	  	  Despite	  Fagg’s	  optimism	  about	  the	  ICA’s	  
‘conversion’,	  the	  Institute	  remained	  committed	  to	  the	  original	  ideas	  underpinning	  the	  
exhibition.	  	  In	  September	  1949	  the	  ICA	  circulated	  a	  paper	  by	  Anton	  Ehrenzweig	  titled	  ‘The	  
Unconscious	  Meaning	  of	  Modern	  and	  Primitive	  Art’,	  which	  attempted	  to	  re-­‐assert	  the	  
original	  intention	  behind	  40,000	  Years.101	  	  Ehrenzweig	  acknowledged	  that	  the	  response	  of	  
the	  press	  and	  of	  the	  speakers	  in	  the	  two	  debates	  had	  shown	  that	  the	  intentions	  of	  the	  
exhibition	  had	  miscarried,	  but	  believed	  that	  this	  was	  based	  on	  their	  failure	  to	  grasp	  the	  
fundamental	  connections	  between	  modern	  and	  primitive	  art,	  which	  he	  elaborated	  in	  the	  
text.	  	  Confident	  of	  the	  importance	  of	  the	  unconscious	  mind	  in	  the	  creation	  of	  any	  art,	  
Ehrenzweig	  stressed	  that	  the	  connection	  between	  primitive	  and	  modern	  art	  should	  not	  be	  
based	  on	  external	  style	  influences,	  but	  on	  ‘a	  form-­‐creation	  springing	  from	  the	  depths	  of	  our	  
mind’.102	  	  This	  concept	  of	  a	  connection	  between	  ethnographic	  objects	  and	  modern	  art,	  
rooted	  in	  a	  primitive	  state	  of	  mind	  remained	  important	  for	  Read	  and	  Penrose	  and	  
continued	  to	  inform	  events	  and	  exhibitions	  at	  the	  ICA	  until	  the	  1970s.	  	  As	  the	  following	  
chapters	  of	  this	  thesis	  demonstrate,	  this	  approach	  and	  the	  criticisms	  that	  it	  generated	  were	  
integral	  to	  the	  complex	  relationship	  that	  unfolded	  between	  art	  practice,	  ethnography	  and	  
display	  in	  the	  postwar	  period.	  	  	  	  	  	  	  
	  
	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
98	  Almost	  a	  decade	  later,	  at	  the	  RAI	  symposium	  ‘The	  Artist	  in	  Tribal	  Society’	  (1957),	  the	  views	  expressed	  by	  
Read,	  Fagg	  and	  Leach	  were	  essentially	  consistent	  with	  their	  responses	  to	  40,000	  Years.	  	  See	  Chapter	  2	  of	  this	  
thesis.	  
99	  William	  Fagg	  and	  GHS	  Bushnell,	  ‘Primitive	  and	  Modern	  Art’,	  Man	  49	  (March	  1949),	  36.	  
100	  Ibid.	  Fagg	  concludes	  by	  making	  an	  insightful	  connection	  between	  modern	  art	  and	  society,	  anticipating	  an	  
approach	  that	  would	  become	  crucial	  for	  the	  next	  generation	  of	  artists	  (and	  anthropologists)	  at	  the	  ICA:	  ‘Modern	  
art,	  with	  the	  social	  attitudes	  for	  which	  it	  caters,	  is	  an	  emanation	  of	  modern	  society	  and	  as	  such	  a	  proper	  subject	  
for	  study	  by	  social	  anthropologists	  –	  perhaps	  as	  yet	  unborn,	  since	  existing	  techniques	  are	  hardly	  adequate’.	  
101	  Anton	  Ehrenzweig,	  ‘The	  Unconscious	  Meaning	  of	  Modern	  and	  Primitive	  Art’,	  circulated	  as	  an	  appendix	  to	  the	  
ICA	  Bulletin	  3,	  26th	  September	  1949,	  (TGA955/14/1)	  
102	  Ibid.	  	  For	  a	  full	  discussion	  of	  Anton	  Ehrenzweig’s	  approach	  see	  Beth	  Williamson,	  Between	  Art	  Practice	  and	  
Psychoanalysis	  Mid-­‐Twentieth	  Century:	  Anton	  Ehrenzweig	  in	  Context	  (Farnham:	  Ashgate,	  2015).	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CHAPTER	  2	  	  
Anthropology	  and	  its	  Objects	  at	  the	  ICA	  in	  the	  1950s	  
This	  chapter	  introduces	  the	  new	  ways	  that	  artists	  engaged	  with	  anthropology	  and	  its	  
objects	  at	  the	  ICA	  in	  the	  1950s,	  where	  assemblage-­‐based	  approaches	  to	  art	  practice	  and	  
exhibition	  making	  were	  gaining	  precedence.	  	  To	  do	  this,	  it	  examines	  the	  focus	  on	  ‘human	  
usage’	  in	  the	  work	  of	  artists	  associated	  with	  the	  Independent	  Group	  in	  the	  early	  1950s,	  
beginning	  with	  the	  exhibition	  Growth	  and	  Form	  which	  opened	  at	  the	  ICA	  in	  1951.	  	  The	  critic	  
Lawrence	  Alloway,	  who	  became	  a	  prominent	  spokesman	  for	  the	  IG,	  articulated	  their	  
interest	  in	  culture	  as	  ‘what	  society	  does’,	  rather	  than	  ‘the	  highest	  artefacts	  and	  noblest	  
thoughts	  of	  history’s	  top	  ten’.1	  	  He	  goes	  on	  to	  acknowledge	  the	  influence	  of	  anthropology	  
on	  their	  interest	  in	  ‘modern	  arrangements	  of	  knowledge	  in	  non-­‐hierarchic	  forms’.	  2	  	  
However,	  William	  Fagg’s	  response	  to	  Growth	  and	  Form	  and	  the	  connections	  that	  he	  makes	  
with	  his	  own	  exhibition	  project	  Traditional	  Sculpture	  from	  the	  Colonies	  (1951)	  
demonstrates	  that	  conflicting	  definitions	  of	  culture	  and	  anthropological	  thinking	  were	  
circulating	  at	  the	  ICA	  in	  this	  period.	  	  This	  becomes	  explicit	  in	  the	  different	  approaches	  to	  
ethnographic	  objects	  that	  informed	  Roland	  Penrose’s	  exhibition	  Wonder	  and	  Horror	  of	  the	  
Human	  Head	  (1953),	  for	  which	  Fagg	  was	  an	  advisor,	  and	  the	  IG	  exhibition	  Parallel	  of	  Life	  
and	  Art	  (1953)	  which	  opened	  a	  few	  months	  later.	  	  The	  ethnographic	  exhibitions	  that	  
followed	  at	  the	  ICA	  in	  1957	  provide	  further	  insight	  into	  how	  the	  relevance	  of	  ethnographic	  
objects	  to	  art	  practice	  was	  being	  interpreted	  by	  artists	  and	  anthropologists	  at	  the	  Institute	  
and	  beyond	  in	  the	  1950s.	  	  To	  examine	  these	  different	  approaches,	  this	  chapter	  draws	  out	  
the	  meanings	  that	  were	  being	  assigned	  to	  distinctions	  between	  primitive	  and	  modern	  
societies	  and	  their	  arts	  in	  this	  period.	  	  This,	  I	  argue,	  allows	  for	  a	  more	  complex,	  
contextualised	  reading	  of	  Eduardo	  Paolozzi’s	  references	  to	  ethnographic	  objects	  and	  
images	  and	  of	  the	  analogies	  made	  between	  anthropology	  and	  the	  IG’s	  non-­‐hierarchical	  
approach	  to	  culture	  and	  display.3	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  Lawrence	  Alloway,	  ‘The	  Long	  Front	  of	  Culture’,	  originally	  published	  in	  Cambridge	  Opinions	  17	  (1959)	  	  and	  
reproduced	  in	  Imagining	  the	  Present:	  Context,	  content	  and	  the	  role	  of	  the	  critic,	  ed.	  Richard	  Kalina,	  (London	  and	  
New	  York:	  Routledge,	  2006),	  61.	  	  
2	  Ibid.	  62	  
3	  For	  recent	  accounts	  engaging	  with	  analogies	  between	  the	  IG	  and	  anthropology	  see	  Spencer	  (2012)	  and	  Foster	  
(2011).	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Science	  and	  Art	  in	  Growth	  and	  Form	  (1951)	  and	  Traditional	  Sculpture	  from	  the	  Colonies	  
(1951)	  
Richard	  Hamilton	  realised	  the	  exhibition	  Growth	  and	  Form	  at	  the	  ICA	  from	  4th	  July	  to	  31st	  
August,	  1951.	  	  The	  show	  was	  dominated	  by	  imagery	  from	  scientific	  investigations,	  
resonating	  with	  a	  swathe	  of	  displays	  referencing	  the	  achievements	  of	  modern	  science	  
mounted	  in	  London	  as	  part	  of	  the	  Festival	  of	  Britain.4	  	  Hamilton’s	  exhibition	  of	  models,	  
photographs	  and	  films	  at	  the	  ICA	  had	  been	  inspired	  in	  part	  by	  the	  biologist	  D’Arcy	  
Wentworth	  Thompson’s	  book	  On	  Growth	  and	  Form	  (1917)	  which	  explores	  how	  biological	  
forms	  are	  generated	  according	  to	  mathematical	  and	  physical	  principles.	  	  Hamilton	  had	  
been	  introduced	  to	  the	  book	  by	  Nigel	  Henderson	  in	  1949,	  who	  had	  heard	  about	  it	  from	  
Paolozzi.5	  	  All	  three	  artists	  were	  fascinated	  by	  the	  visual	  imagery	  that	  these	  scientific	  
enquiries	  generated	  and	  were	  using	  it	  to	  inform	  their	  own	  work.	  	  Central	  to	  this	  was	  a	  
sense	  that	  this	  new,	  expanded	  field	  of	  source	  material	  provided	  a	  direct	  point	  of	  
connection	  with	  the	  reality	  of	  their	  environment.6	  	  Hamilton	  immediately	  took	  up	  On	  
Growth	  and	  Form	  as	  a	  structuring	  device	  for	  an	  exhibition	  that	  the	  artists	  had	  been	  
discussing	  as	  a	  collaborative	  project,	  but	  that	  Paolozzi	  and	  Henderson	  later	  dropped	  out	  
of.7	  	  Hamilton	  proposed	  the	  exhibition	  concept	  to	  Roland	  Penrose,	  who	  discussed	  it	  with	  
the	  ICA	  committee	  in	  April	  1949.8	  	  The	  idea	  was	  introduced	  in	  the	  ICA	  Bulletin	  on	  28th	  
December	  1949,	  as	  building	  on	  the	  Institute’s	  commitment	  to	  engaging	  with	  artists’	  
sources	  of	  inspiration:	  	  
Modern	  science	  has	  made	  available	  a	  rich	  world	  of	  new	  forms	  and	  opened	  up	  a	  
new	  source	  of	  inspiration	  to	  artists	  and	  industrial	  designers.	  	  Owing	  to	  the	  cleavage	  
between	  science	  and	  art,	  this	  material,	  potentially	  revolutionary	  in	  its	  significance	  
for	  modern	  design,	  has	  not	  yet	  been	  sufficiently	  noticed.	  	  By	  making	  available	  
material	  hitherto	  difficult	  to	  access,	  such	  an	  exhibition	  may	  have	  a	  profound	  
influence	  on	  the	  trend	  in	  design.9	  	  
Early	  planning	  meetings	  show	  that	  Herbert	  Read	  had	  approached	  the	  Natural	  
History	  Department	  of	  the	  British	  Museum	  as	  a	  potential	  venue	  for	  the	  exhibition.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
4	  See	  Isabelle	  Moffat,	  ‘”A	  Horror	  of	  Abstract	  Thought”:	  Postwar	  Britain	  and	  Hamilton’s	  1951	  “Growth	  and	  Form”	  
Exhibition’,	  in	  ‘The	  Independent	  Group’,	  October	  94	  (Autumn	  2000).	  
5	  Walsh	  (2001),	  27.	  
6	  Moffat	  (2000),	  92.	  
7	  Walsh	  (2001),	  27.	  	  Paolozzi	  dropped	  out	  in	  1949,	  Henderson	  in	  1950.	  
8	  Massey	  (1995),	  42-­‐3.	  
9	  ICA	  Bulletin,	  28th	  December	  1949,	  reproduced	  in	  Massey	  and	  Muir	  (2014),	  58.	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Although	  the	  Museum	  Director	  and	  other	  senior	  staff	  gave	  the	  proposal	  careful	  
consideration,	  noting	  that	  some	  were	  very	  keen	  that	  the	  exhibition	  took	  place	  there,	  it	  was	  
ultimately	  rejected	  by	  the	  British	  Museum’s	  Board	  of	  Trustees.10	  	  The	  exhibition	  was	  scaled	  
down	  and	  took	  place	  instead	  at	  the	  ICA’s	  new	  premises	  in	  Dover	  St.	  
	  
	  	  	  	  	  	  	  	   	   	  
Fig.20.	  and	  Fig.21.	  	  Growth	  and	  Form,	  exhibition	  installation	  view,	  ICA,	  London,	  1951.	  	  The	  exhibition	  was	  
photographed	  by	  Nigel	  Henderson.	  
	  
Unlike	  more	  conventional	  scientific	  displays	  the	  emphasis	  was	  not	  on	  using	  the	  
material	  to	  illustrate	  facts	  explained	  in	  texts.	  	  As	  Reyner	  Banham	  noted	  in	  his	  review	  of	  
Growth	  and	  Form,	  ‘this	  exhibition	  stakes	  everything	  on	  its	  visual	  qualities,	  nothing	  is	  
labelled,	  analogies	  and	  resemblances	  are	  not	  enforced,	  one	  is	  left	  to	  draw	  one’s	  own	  
conclusions’.11	  	  Banham	  goes	  on	  to	  draw	  attention	  to	  the	  perhaps	  inevitable	  questions	  the	  
exhibition	  raised	  about	  definitions	  of	  art,	  pointing	  to	  a	  shift	  in	  the	  perception	  of	  art	  from	  
being	  a	  fixed,	  inherent	  or	  natural	  quality,	  to	  something	  generated	  by	  ‘human	  usage’:	  	  
All	  this	  is	  extremely	  interesting	  in	  its	  own	  right,	  but	  as	  a	  die-­‐hard	  aesthete	  was	  
heard	  to	  enquire,	  “What	  has	  it	  got	  to	  do	  with	  Art?”	  This	  question	  is	  one	  that	  must	  
be	  faced	  and	  answered,	  if	  possible,	  in	  view	  of	  the	  amount	  of	  loose	  thinking	  on	  art	  
and	  science	  which	  the	  Festival	  has	  touched	  off.	  	  Aesthetic	  value	  is	  not	  inherent	  in	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10	  Growth	  and	  Form	  Exhibition	  Subcommittee	  Minutes,	  27th	  April	  1950	  (TGA955/1/12/26).	  
11	  Reyner	  Banham,	  ‘The	  Shape	  of	  Everything’,	  Art	  News	  and	  Review	  (14th	  July	  1951),	  reproduced	  in	  Massey	  and	  
Muir	  (2014),	  62.	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any	  object,	  but	  in	  human	  usage,	  and,	  at	  present,	  the	  human	  usage	  of	  microscopic	  
and	  astronomical	  forms	  is	  very	  slight	  […].	  Analogically,	  if	  one	  finds	  aesthetic	  
stimulation	  in	  this	  exhibition,	  it	  is	  because	  writers	  like	  Thompson	  and	  Waddington,	  
and	  artists	  like	  Calder	  and	  Paolozzi	  have	  taught	  us	  how	  to	  find	  it	  in	  forms	  like	  
these.12	  
Thus,	  Growth	  and	  Form	  reflected	  a	  new	  relationship	  with	  source	  material	  being	  explored	  in	  
the	  work	  of	  artists	  like	  Hamilton,	  Paolozzi	  and	  Henderson.	  For	  these	  artists,	  serious	  
attention	  to	  an	  expanded	  arena	  of	  visual	  stimulation,	  beyond	  the	  conventional	  categories	  
of	  fine	  art,	  had	  the	  potential	  to	  generate	  new,	  more	  direct	  ways	  of	  seeing	  and	  engaging	  
with	  the	  world.	  	  Their	  focus	  was	  on	  forging	  new	  points	  of	  connection	  in	  modern	  society	  
through	  visual	  forms,	  rather	  than	  attempting	  to	  recover	  inherent	  eternal	  aesthetic	  values	  
through	  objects	  rigidly	  defined	  as	  ‘Art’.	  Growth	  and	  Form	  used	  the	  exhibition	  space	  to	  
explore	  this	  process	  of	  visual	  engagement,	  blurring	  fixed	  definitions	  of	  art,	  the	  artist	  and	  
the	  exhibition	  viewer.	  	   	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   	  
Fig.22.	  Traditional	  Sculpture	  from	  the	  Colonies,	  Imperial	  Institute	  exhibition	  catalogue	  cover,	  1951.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12	  Ibid.	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Banham’s	  account	  of	  aesthetic	  value	  resulting	  from	  human	  usage	  rather	  than	  
existing	  as	  an	  inherent	  quality	  directly	  conflicted	  with	  William	  Fagg’s	  ideas	  about	  the	  
relationship	  between	  science	  and	  art.	  	  Fagg	  had	  organised	  an	  exhibition	  of	  Traditional	  
Sculpture	  from	  the	  Colonies	  at	  the	  Imperial	  Institute	  that	  coincided	  almost	  exactly	  with	  the	  
presentation	  of	  Growth	  and	  Form	  at	  the	  ICA.13	  Consequently,	  during	  Growth	  and	  Form,	  a	  
discussion	  was	  held	  at	  the	  ICA	  about	  Traditional	  Sculpture	  from	  the	  Colonies,	  with	  speakers	  
including	  Fagg,	  Leon	  Underwood	  and	  Webster	  Plass,	  all	  of	  whom	  had	  been	  on	  the	  
organising	  committee	  for	  the	  latter	  exhibition.14	  	  Traces	  of	  the	  conflicting	  ideas	  about	  art	  
and	  science	  that	  this	  event	  encompassed	  can	  be	  observed	  in	  an	  article	  that	  Fagg	  published	  
in	  Nature	  later	  that	  year	  titled	  ‘Science	  and	  Tribal	  Art’.15	  	  Here	  Fagg	  notes	  his	  
disappointment	  in	  the	  exhibition	  Growth	  and	  Form,	  which	  he	  considered	  to	  have	  had	  little	  
to	  do	  with	  the	  ‘world	  of	  art’.16	  	  He	  suggests	  that	  more	  appropriate	  connections	  could	  be	  
made	  between	  Thompson’s	  ideas	  and	  the	  exhibition	  Traditional	  Sculpture	  from	  the	  
Colonies:	  
It	  might	  be	  found	  that	  the	  carvers	  who	  conformed	  most	  closely	  to	  D’Arcy	  
Thompson’s	  principles	  of	  growth	  and	  form	  were	  also	  those	  recognised	  as	  the	  
greatest	  masters	  both	  by	  their	  own	  people	  and	  by	  European	  critics,	  and	  in	  that	  case	  
a	  great	  step	  forward	  in	  objective	  criticism	  would	  have	  been	  taken.	  	  I	  looked	  forward	  
to	  some	  guidance	  in	  this	  connexion	  when	  the	  Institute	  of	  Contemporary	  Arts	  
recently	  held	  an	  exhibition	  entitled	  “Growth	  and	  Form”	  and	  inspired	  by	  D’Arcy	  
Thompson’s	  book;	  but	  I	  was	  disappointed	  to	  find	  that	  little	  serious	  effort	  had	  been	  
made	  to	  relate	  his	  work	  to	  the	  world	  of	  art,	  though	  it	  is	  certainly	  of	  great	  interest	  
that	  it	  should	  be	  brought	  to	  the	  attention	  of	  artists	  at	  all.	  	  Yet	  anyone	  with	  a	  
scientific	  as	  well	  as	  an	  artistic	  bent	  who	  went	  on	  from	  that	  exhibition	  to	  the	  display	  
of	  tribal	  art	  at	  the	  Imperial	  Institute	  might	  well	  find	  many	  a	  bell	  rung	  in	  his	  mind	  by	  
their	  exotic	  forms	  and	  volumes.17	  	  
Fagg’s	  article	  concentrates	  on	  Traditional	  Sculpture	  from	  the	  Colonies	  as	  a	  way	  of	  thinking	  
about	  the	  relationship	  between	  art	  and	  scientific	  disciplines	  that	  have	  ‘no	  normal	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13	  For	  a	  full	  description	  of	  this	  exhibition	  see	  William	  Fagg,	  ‘Tribal	  Sculpture	  and	  the	  Festival	  of	  Britain’,	  Man	  51	  
(June	  1951).	  
14	  ‘The	  Significance	  of	  the	  Exhibition	  of	  Traditional	  Sculpture	  from	  the	  Colonies’,	  lecture	  at	  the	  ICA,	  18th	  July	  
1951.	  The	  speakers	  were	  the	  Earl	  of	  Listowel,	  John	  Skeaping,	  Webster	  Plass,	  Leon	  Underwood,	  David	  Williams,	  
William	  Fagg,	  HJ	  Braunholz	  and	  Richard	  Carline.	  	  The	  event	  was	  chaired	  by	  Sir	  Philip	  Hendry.	  	  
15	  William	  Fagg,	  ‘Science	  and	  Tribal	  Art’,	  Nature	  168	  (29th	  December	  1951).	  
16	  Ibid.,	  1100.	  
17	  Ibid.	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connexion	  with	  the	  world	  of	  art’.18	  	  Central	  to	  this	  was	  an	  analogy	  between	  ‘true	  art’	  (that	  
‘which	  fulfils	  art’s	  ‘immemorial	  function	  of	  improving	  and	  harmonizing	  Nature’)	  and	  
science,	  in	  that	  both	  proceed	  ‘from	  the	  particular	  to	  the	  general,	  beginning	  from	  human	  
and	  other	  forms	  and	  stylising	  or	  generalizing	  them’.19	  	  Despite	  references	  to	  European	  art	  
forms,	  Fagg	  completely	  ignores	  the	  work	  of	  modern	  artists	  in	  his	  discussion,	  which	  he	  
continued	  to	  see	  as	  being	  the	  antithesis	  of	  ‘true’	  art:	  
The	  method	  of	  true	  art,	  as	  of	  poetry	  and	  music,	  is	  surely	  to	  bring	  the	  mind’s	  centres	  
of	  association	  into	  play,	  and	  this	  it	  does	  by	  generalizing	  things	  to	  a	  point	  where	  the	  
spectator	  is	  reminded,	  subconsciously,	  of	  other	  more-­‐or-­‐less	  related	  things.	  	  Of	  all	  
kinds	  of	  art	  none	  demonstrates	  this	  aim	  more	  clearly	  than	  that	  of	  the	  tribal	  
peoples,	  among	  whom	  disciplined	  stylization	  is	  most	  highly	  developed;	  an	  ancestor	  
figure	  from	  Africa	  may	  show	  not	  a	  mere	  portraiture	  of	  the	  deceased	  individual’s	  
features,	  but	  rather	  an	  abstraction	  of	  some	  of	  the	  qualities	  which	  are	  
conventionally	  attributed	  to	  the	  tribal	  elders,	  alive	  or	  dead;	  and	  this	  quality	  of	  
generalization	  is,	  of	  course,	  also	  found	  in	  the	  finest	  classical	  and	  renaissance	  art,	  
transcending	  the	  naturalism	  which	  is	  their	  most	  obvious	  characteristic.20	  
Fagg’s	  confidence	  in	  a	  ‘true’	  or	  pure	  art	  of	  abstracted	  forms,	  embodying	  fixed,	  eternal	  
ideals	  across	  time	  and	  space	  was	  an	  approach	  that	  the	  younger	  generation	  of	  artists	  and	  
writers	  at	  the	  ICA,	  including	  Hamilton,	  Henderson,	  Paolozzi	  and	  Banham,	  were	  questioning.	  	  
In	  turn,	  their	  interest	  in	  science	  as	  a	  source	  of	  visual	  stimulation	  bore	  little	  connection	  to	  
Fagg’s	  understanding	  of	  the	  ‘world	  of	  art’.21	  	  Further,	  the	  interest	  in	  ‘human	  usage’,	  
acknowledged	  by	  Banham	  in	  his	  review	  of	  Growth	  and	  Form	  embodied	  a	  mode	  of	  
anthropological	  thinking	  that	  Fagg	  had	  no	  apparent	  interest	  in	  pursuing.	  	   	  
	   This	  conflict	  of	  ideas	  about	  what	  could	  constitute	  art	  and	  how	  to	  account	  for	  its	  
human	  usage	  complicated	  the	  display	  and	  interpretation	  of	  ethnography	  at	  the	  ICA	  in	  the	  
1950s	  and,	  more	  broadly,	  the	  relevance	  of	  anthropology	  for	  artists.	  	  While	  Banham,	  and	  
later	  Lawrence	  Alloway	  made	  explicit	  analogies	  between	  anthropology	  and	  the	  work	  of	  
artists	  like	  Paolozzi,	  their	  encounters	  with	  the	  discipline	  through	  displays	  of	  ethnographic	  
objects	  at	  the	  ICA	  continued	  to	  be	  underpinned	  by	  Fagg	  and	  Read’s	  universal	  ideals.	  	  These	  
ideas	  and	  approaches	  were	  interwoven	  in	  the	  ICA’s	  exhibition	  programme	  in	  the	  1950s.	  	  
For	  example,	  in	  1953	  the	  ICA	  staged	  two	  experimental	  exhibitions	  that	  demonstrate	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
18	  Ibid.	  
19	  Ibid.	  
20	  Ibid.	  
21	  Ibid.	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different	  approaches	  to	  ethnographic	  objects	  that	  were	  operating	  alongside	  each	  other	  at	  
the	  Institute.	  	  These	  were	  Wonder	  and	  Horror	  of	  the	  Human	  Head:	  An	  Anthology,	  organised	  
by	  Roland	  Penrose	  and	  Lee	  Miller,	  which	  opened	  at	  the	  ICA	  in	  March,	  1953;	  and	  Parallel	  of	  
Life	  and	  Art,	  organised	  by	  Paolozzi	  and	  other	  practitioners	  associated	  with	  the	  Independent	  
Group,	  which	  opened	  six	  months	  later.	   	  
	   	  
Ethnographic	  Objects	  in	  Wonder	  and	  Horror	  of	  the	  Human	  Head	  (1953)	  
The	  catalogue	  for	  Wonder	  and	  Horror	  of	  the	  Human	  Head	  lists	  238	  diverse	  works	  that	  had	  
been	  brought	  together	  by	  Penrose	  and	  Miller	  to	  consider	  the	  representation	  of	  the	  human	  
head	  in	  art.	  	  Richard	  Hamilton	  managed	  the	  installation	  of	  the	  exhibition,	  which	  was	  
dominated	  by	  photographic	  reproductions	  mounted	  on	  panels.	  	  A	  smaller	  selection	  of	  
sculptures,	  paintings	  and	  drawings	  were	  interspersed	  amongst	  the	  reproductions.	  	  A	  
significant	  proportion	  of	  the	  works	  shown	  were	  figures	  and	  masks	  from	  ethnographic	  
collections.	  	  Fagg	  had	  been	  part	  of	  the	  advisory	  committee	  for	  Wonder	  and	  Horror	  and	  had	  
assisted	  Penrose	  with	  loans	  of	  works,	  most	  of	  which	  had	  come	  from	  private	  collections.	  	  He	  
also	  helped	  them	  to	  source	  reproductions	  of	  works	  from	  the	  British	  Museum	  ethnography	  
collections.	  	  These	  reproductions	  included	  a	  photograph	  taken	  by	  Lee	  Miller	  of	  a	  cast	  of	  the	  
‘Tongaroa	  Head’,	  the	  Polynesian	  figure	  which	  had	  been	  exhibited	  at	  the	  ICA	  in	  40,000	  
Years.	  	  	   All	  of	  the	  works	  in	  the	  exhibition	  had	  been	  chosen,	  according	  to	  Penrose,	  for	  their	  
‘remarkable	  emotional	  content’.22	  	  In	  his	  preface	  to	  the	  exhibition	  catalogue,	  Penrose	  made	  
clear	  that	  he	  was	  presenting	  a	  subjective	  selection	  of	  works,	  which	  he	  did	  not	  claim	  to	  be	  ‘a	  
final	  selection	  of	  unbeatable	  prize	  winners	  nor	  an	  exhaustive	  survey	  of	  the	  subject’:	  	  
It	  is	  with	  all	  humility	  that	  this	  anthology	  is	  presented	  to	  the	  public	  in	  the	  hope	  that	  
it	  may	  stimulate	  poetic	  reflection	  upon	  our	  human	  condition.	  	  If	  it	  can,	  by	  
consideration	  of	  some	  of	  the	  ways	  in	  which	  man	  sees	  himself	  and	  thinks	  of	  himself,	  
act	  as	  a	  mirror	  and	  a	  window	  for	  the	  imagination,	  its	  object	  will	  have	  been	  
achieved.23	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
22	  Roland	  Penrose,	  Wonder	  and	  Horror	  of	  the	  Human	  Head:	  An	  Anthology	  (Bradford:	  Lund	  Humphries,	  1953),	  7.	  
23Roland	  Penrose,	  Preface	  to	  Wonder	  and	  Horror	  of	  the	  Human	  Head:	  An	  Anthology,	  exhibition	  catalogue	  
(London:	  ICA,	  1953),	  unpaginated.	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Fig.23.	  	  Wonder	  and	  Horror	  of	  the	  Human	  Head,	  exhibition	  installation	  view,	  ICA,	  London,	  1953.	  	  Lee	  
Miller’s	  photograph	  of	  the	  cast	  of	  the	  ‘Tongaroa’	  figure	  is	  visible	  in	  the	  top	  left-­‐hand	  corner.	  
	  
The	  mass	  of	  objects	  and	  images	  brought	  together	  for	  Wonder	  and	  Horror	  were	  
grouped	  into	  categories	  described	  by	  Penrose	  as	  typifying	  ideas	  formed	  by	  man	  about	  
himself.	  	  They	  included	  ‘Gods,	  Saints	  and	  Heroes’,	  ‘Sun	  and	  Moon’,	  ‘Head	  as	  Creative	  
Force’,	  ‘Devouring	  Head’,	  ‘The	  Head	  and	  Death’,	  ‘Devils’,	  ‘Multiple	  Heads’,	  ‘Geometric	  
Form’,	  ‘Distortion’,	  ‘Expression’,	  ‘Bird	  and	  Animal’,	  ‘Metamorphosis’,	  ‘Monsters	  and	  
Grotesque’,	  and	  ‘Caricature’.	  	  In	  his	  essay	  for	  the	  book	  that	  accompanied	  the	  exhibition	  
Penrose	  uses	  the	  themes	  to	  forge	  connections	  between	  works	  from	  different	  times	  and	  
places.	  	  For	  example,	  the	  reproduction	  of	  the	  ‘Tongaroa’	  Polynesian	  woodcarving	  is	  
grouped	  under	  the	  ‘Head	  as	  Creative	  Source’,	  a	  section	  focusing	  on	  associations	  made	  in	  
art	  between	  the	  head	  and	  reproductive	  organs.	  	  Penrose	  describes	  the	  figure	  as	  giving	  birth	  
to	  gods	  and	  men,	  with	  newly	  born	  spirits	  emerging	  from	  his	  head.	  	  He	  links	  this	  to	  the	  
legend	  of	  Jupiter	  giving	  birth	  to	  Athena	  from	  his	  head,	  wondering	  ‘if	  it	  might	  be	  more	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accurate	  to	  count	  the	  Tongaroa	  and	  the	  birth	  of	  Athena	  among	  the	  images	  of	  the	  head	  as	  a	  
womb’.24	  	  Henry	  Moore’s	  The	  Helmet	  (1950)	  and	  René	  Magritte’s	  The	  Rape	  (1934)	  are	  both	  
attributed	  to	  this	  ‘womb-­‐head	  theme’.	  	  Penrose	  moves	  on	  to	  the	  head	  as	  a	  fountain	  of	  life	  
in	  images	  of	  the	  Hindu	  god	  Siva,	  in	  Italian	  Renaissance	  garden	  architecture,	  and	  in	  Gothic	  
sculptures	  of	  gargoyles,	  before	  concluding	  with	  a	  Haida	  folklore	  tale,	  previously	  reported	  in	  
Minotaure	  by	  Kurt	  Seligman,	  about	  a	  woman	  who	  nourishes	  her	  child	  on	  the	  tongue	  of	  her	  
husband,	  whose	  head	  she	  had	  cut	  off	  in	  revenge	  for	  his	  decapitation	  of	  their	  other	  sons.25
	   Penrose	  hoped	  that	  by	  drawing	  attention	  to	  these	  recurring	  themes	  and	  their	  
modern	  equivalents	  his	  anthology	  would	  contribute	  ‘a	  valuable	  comment	  on	  the	  continuity	  
of	  the	  consciousness	  of	  man’.26	  The	  tension	  between	  the	  diversity	  of	  objects	  and	  images	  
presented	  in	  Wonder	  and	  Horror	  and	  a	  search	  for	  continuity	  is	  addressed	  directly	  by	  
Herbert	  Read	  in	  his	  Foreword	  to	  the	  book	  that	  accompanied	  the	  exhibition.	  	  Read	  begins	  by	  
stating	  that	  ‘to	  make	  a	  cross-­‐section	  through	  the	  history	  of	  art	  will	  always	  reveal	  some	  
unknown	  truths	  about	  art	  itself’.27	  	  He	  suggests	  thinking	  of:	  
a	  complex	  chart	  with	  many	  graphs	  starting	  from	  different	  points	  and	  pursuing	  their	  
independent	  ways:	  a	  date-­‐line	  will	  cross	  them	  at	  an	  arbitrary	  level,	  and	  the	  
‘present’	  at	  any	  one	  moment,	  is	  merely	  a	  chance	  assembly	  of	  achievements,	  
potentialities,	  ‘work	  in	  progress’.	  	  The	  purpose	  of	  such	  a	  proceeding?	  To	  give	  
courage	  to	  those	  who	  find	  our	  Present	  an	  impenetrable	  chaos.28	  	  	  
Read	  goes	  on	  to	  propose	  that	  rather	  than	  a	  date-­‐line,	  a	  particular	  theme	  could	  be	  taken	  
‘and	  in	  this	  manner	  illustrate	  the	  unchanging	  nature	  of	  a	  myth,	  the	  eternal	  recurrence	  of	  an	  
archetype,	  the	  pattern	  of	  human	  imagination’.29	  	  	  In	  conclusion,	  he	  states	  that:	  ‘Artists	  of	  
every	  kind	  and	  of	  all	  periods	  have	  exploited	  its	  power	  to	  charm	  or	  to	  terrify,	  and	  thus	  a	  
collection	  of	  human	  heads	  in	  art	  becomes	  a	  revealing	  index	  of	  the	  range	  of	  the	  aesthetic	  
sensibility’.30	  	  Here,	  an	  acknowledgement	  of	  diversity	  and	  subjectivity	  is	  paired	  with	  a	  
confidence	  that	  universal	  constants	  can	  be	  recovered.	  	   	   	   	  
	   This	  proposition	  conflicted	  with	  the	  focus	  on	  documenting	  specific	  social	  contexts,	  
with	  a	  view	  to	  identifying	  new	  social	  structures,	  associated	  with	  progressive	  anthropology.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
24	  Penrose	  (1953),	  16.	  
25	  Ibid.,	  20.	  	  The	  full	  reference	  for	  Seligman’s	  original	  article	  is	  ‘Entretien	  avec	  un	  Tseinshian’,	  Minotaure	  13	  
(1939),	  66-­‐9.	  
26	  Penrose	  (1953),	  7.	  
27	  Herbert	  Read,	  ‘Foreword’	  in	  Penrose	  (1953),	  5.	  
28	  Ibid.	  
29	  Ibid.	  
30	  Ibid.	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For	  example,	  Penrose’s	  speculative	  grouping	  of	  the	  Polynesian	  woodcarving	  runs	  directly	  
counter	  to	  Edmund	  Leach’s	  comments	  on	  it	  in	  the	  discussion	  held	  during	  40,000	  Years.	  	  
There,	  Leach	  had	  highlighted	  the	  challenges	  of	  saying	  anything	  accurate	  about	  the	  original	  
meaning	  and	  use	  of	  this	  figure,	  given	  that	  the	  society	  from	  which	  it	  came	  was	  ‘culturally	  
extinct’	  by	  1820.31	  	  Given	  the	  scarcity	  of	  information	  about	  the	  figure,	  Leach	  was	  ‘not	  
prepared	  at	  all	  to	  suggest	  an	  interpretation	  for	  the	  symbolism	  expressed	  in	  this	  particular	  
carving’.32	  Leach’s	  pragmatic	  approach	  to	  contextualising	  the	  Polynesian	  figure	  highlights	  
the	  romantic	  nature	  of	  Penrose	  and	  Read’s	  treatment	  of	  the	  objects	  and	  images	  in	  Wonder	  
and	  Horror,	  in	  particular	  their	  confidence	  in	  identifying	  connections	  between	  the	  works	  
that	  existed	  beyond	  the	  contexts	  in	  which	  they	  were	  made	  and	  used.	  	  	   	   	  
	   Despite	  this	  already	  established	  conflict	  in	  approach,	  Leach,	  like	  Fagg,	  continued	  to	  
actively	  participate	  in	  events	  at	  the	  ICA.	  	  This	  reflects	  an	  enthusiasm	  on	  all	  sides	  for	  
engaging	  with	  and	  debating	  different	  agendas.	  	  For	  example,	  Penrose	  organised	  a	  ‘Points	  of	  
View’	  discussion	  at	  the	  ICA	  on	  8th	  April	  1953,	  to	  coincide	  with	  the	  exhibition	  Wonder	  and	  
Horror.	  	  The	  panel	  included	  Leach,	  Penrose,	  Robert	  Melville,	  the	  social	  anthropologist	  
Geoffrey	  Gorer	  and	  the	  art	  historian	  Helen	  Rosenau,	  with	  Eric	  Newton	  as	  Chair.	  	  Fagg	  was	  
invited	  by	  the	  ICA	  to	  attend	  a	  dinner	  before	  the	  event	  with	  the	  discussants	  and	  actively	  
participated	  in	  the	  discussion	  itself.	  	  In	  a	  letter	  thanking	  him	  for	  his	  contribution,	  Dorothy	  
Morland	  (then	  director	  of	  the	  ICA)	  wrote	  to	  Fagg:	  	  
Thank	  you	  so	  much	  for	  coming	  to	  join	  in	  the	  team	  the	  other	  evening	  and	  for	  
making	  such	  a	  useful	  contribution	  to	  the	  whole	  discussion.	  	  We	  all	  felt	  the	  evening	  
had	  been	  a	  success	  although	  at	  times	  it	  seemed	  as	  if	  we	  were	  not	  always	  talking	  
the	  same	  language	  but	  that	  is	  a	  good	  thing	  too	  as	  it	  it	  [sic]	  useful	  to	  try	  and	  
understand	  quite	  a	  different	  point	  of	  view.33	   	  
	  
The	  Independent	  Group	  at	  the	  ICA	  
The	  discrepancies	  between	  Leach,	  Fagg,	  Read	  and	  Penrose’s	  ideas	  about	  the	  relationship	  
between	  art	  and	  society	  were	  indicative	  of	  a	  broader	  spectrum	  of	  approaches	  operating	  
alongside	  each	  other	  at	  the	  ICA	  in	  this	  period.	  	  In	  1952	  a	  group	  of	  younger	  ICA	  members	  
had	  begun	  to	  meet	  at	  the	  Institute,	  proposing	  topics	  for	  discussions	  and	  exhibitions	  that	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
31	  Edmund	  Leach	  lecture	  notes	  (Edmund	  Leach	  Papers,	  Kings	  College	  Archive,	  ERL/2/48).	  	  	  
32	  Ibid.	  
33	  Letter	  from	  Dorothy	  Morland	  to	  William	  Fagg,	  14th	  April	  1953	  (William	  Fagg	  Archive,	  RAI,	  Box	  14).	  
	   56	  
challenged	  the	  conventions	  that	  they	  considered	  to	  dominate	  the	  main	  ICA	  programme.	  	  
They	  later	  became	  known	  as	  the	  Independent	  Group	  and	  continued	  meeting	  at	  the	  ICA	  
until	  1955.	  	  For	  these	  artists,	  as	  Hamilton’s	  exhibition	  Growth	  and	  Form	  had	  indicated,	  
sources	  of	  inspiration	  extended	  beyond	  an	  expanded	  category	  of	  ‘Art’	  to	  encompass	  a	  far	  
greater	  range	  of	  images.	  	  This	  had	  been	  touched	  on	  in	  an	  uncatalogued	  section	  of	  Wonder	  
and	  Horror,	  in	  which	  Lee	  Miller	  had	  arranged	  a	  ‘scrap-­‐book’	  of	  images	  of	  the	  human	  head	  
from	  popular	  magazines,	  advertisements	  and	  postcards.	  	  In	  reference	  to	  this	  material,	  
Penrose	  states	  that	  ‘many	  of	  the	  most	  ancient	  symbols	  reappear	  in	  a	  modern	  guise’.34	  	  	  
However,	  as	  Alex	  Kitnick	  has	  recently	  discussed,	  for	  the	  IG	  attention	  had	  shifted	  away	  from	  
attempting	  to	  identify	  eternal	  archetypes	  that	  connected	  objects	  and	  images.35	  	  Artists	  like	  
Paolozzi	  were	  bringing	  into	  question	  how	  these	  images	  were	  being	  used,	  interrogating	  the	  
relationship	  between	  the	  image	  and	  the	  viewer	  in	  an	  attempt	  to	  destabilise	  any	  inherent	  
qualities	  associated	  with	  the	  works.	  	  Paolozzi	  and	  many	  of	  the	  other	  practitioners	  
associated	  with	  the	  IG	  were	  seeking	  to	  establish	  a	  new	  visual	  order,	  firmly	  rooted	  in	  the	  
material	  reality	  of	  postwar	  society.	  	  
	  
	  	   	   	   	  
Fig.24.	  	  Wonder	  and	  Horror	  of	  the	  Human	  Head,	  exhibition	  installation	  view,	  ICA,	  London,	  1953.	  	  This	  
photographs	  appears	  to	  record	  Lee	  Miller’s	  uncatalogued	  display	  of	  images	  from	  magazines,	  
advertisements	  and	  postcards.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
34	  Roland	  Penrose,	  Preface	  to	  Wonder	  and	  Horror	  of	  the	  Human	  Head,	  ICA	  exhibition	  catalogue	  (1953),	  
unpaginated.	  
35	  Alex	  Kitnick,	  ‘Another	  Time,	  Art	  Journal,	  71:2	  (Summer	  2012)..	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In	  this	  context,	  the	  complexity	  of	  lived	  experience	  associated	  with	  anthropology	  
gained	  a	  new	  pre-­‐eminence.	  	  For	  example,	  in	  his	  review	  of	  the	  Young	  Sculptors	  exhibition	  at	  
the	  ICA	  in	  January	  1952,	  Reyner	  Banham	  positions	  ‘the	  anthropological	  man’	  as	  a	  figure	  
grounded	  in	  reality:	  
The	  true	  myth	  of	  our	  own	  time	  is	  the	  Anthropological	  Man,	  and	  the	  sculptors	  are	  
breaking	  the	  mould	  of	  the	  Ideal	  Man	  of	  Democracy	  and	  Humanism,	  and	  are	  finding	  
inside	  it	  green-­‐fingered	  and	  spanner-­‐handed	  men	  with	  worried	  faces	  and	  
specialised	  muscles.	  	  The	  very	  boldest,	  like	  Marini,	  take	  an	  accepted	  ideal	  form,	  
goddess,	  athlete	  or	  horseman	  and	  show	  us	  the	  true	  image	  –	  the	  fat	  girl,	  the	  tired	  
juggler,	  the	  frightened	  peasant	  on	  his	  grass-­‐fed	  horse.36	  
Banham	  goes	  on	  to	  acknowledge	  that	  most	  of	  the	  artists	  in	  Young	  Sculptors	  address	  the	  
anthropological	  man	  ‘obliquely,	  by	  way	  of	  the	  artefacts	  and	  objects	  which	  surround	  him’.37	  
He	  makes	  special	  reference	  to	  Paolozzi	  who	  exhibited	  the	  bronze	  cast	  of	  Forms	  on	  a	  Bow	  
(1949/51)	  and	  a	  series	  of	  plaster	  works	  in	  Young	  Sculptors.38	  	  Banham	  describes	  Paolozzi	  as	  
‘the	  man	  for	  whom	  the	  world	  is	  most	  crowded	  with	  visual	  suggestion,	  for	  whom	  objects	  
speak	  to	  objects	  in	  a	  language	  which	  is	  always	  on	  the	  point	  of	  becoming	  comprehensible.	  	  
For	  him	  it	  is	  comprehensible:	  his	  problem	  is	  still	  that	  of	  communication’.39	  
	   Herbert	  Read	  actively	  promoted	  this	  new	  approach	  to	  sculpture,	  selecting	  many	  of	  
the	  artists	  from	  the	  Young	  Sculptors	  show,	  including	  Paolozzi,	  to	  exhibit	  in	  the	  British	  
Pavilion	  at	  the	  1952	  Venice	  Biennale.	  	  Here,	  Read	  described	  their	  work	  as	  encompassing	  ‘a	  
geometry	  of	  fear’,	  a	  state	  of	  collective	  guilt	  and	  anxiety.40	  	  This	  echoes	  Read’s	  narrative	  of	  a	  
primitive	  angst	  connecting	  the	  intentions	  of	  artists	  across	  time	  and	  space	  that	  had	  
underpinned	  40,000	  Years	  of	  Modern	  Art.41	  	  However,	  the	  experimental	  exhibitions	  and	  
discussions	  at	  the	  ICA	  associated	  with	  the	  Independent	  Group	  deliberately	  attempted	  to	  	  	  	  
depart	  from	  the	  universal	  conditions	  promoted	  by	  Read.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
36	  Reyner	  Banham,	  ‘Man	  and	  his	  Objects’,	  Art	  News	  and	  Reviews	  (January	  1952),	  5.	  
37	  Ibid.	  
38	  The	  plaster	  cast	  of	  Forms	  on	  a	  Bow	  had	  been	  exhibited	  in	  the	  ICA	  exhibition	  1950:	  Aspects	  of	  British	  Art.	  	  As	  a	  
result	  of	  this,	  the	  Contemporary	  Arts	  Society	  commissioned	  a	  single	  bronze	  cast	  of	  the	  work,	  which	  was	  
donated	  to	  the	  Tate	  Gallery	  in	  1958.	  	  The	  inclusion	  of	  the	  bronze	  cast	  in	  Young	  Sculptors	  is	  not	  currently	  
acknowledged	  in	  the	  Tate	  catalogue	  entry	  for	  this	  work,	  however,	  Banham	  refers	  to	  it	  explicitly	  in	  his	  review	  of	  
the	  exhibition.	  
39	  Banham	  (1952),	  5.	  
40	  Herbert	  Read,	  New	  Aspects	  of	  British	  Sculpture,	  exhibition	  catalogue,	  XXVI	  Venice	  Biennale,	  Italy	  (London:	  
British	  Council	  1952).	  
41	  Herbert	  Read,	  ‘Foreword’	  in	  Archer	  and	  Melville	  (1948),	  6.	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Fig.25.	  Portrait	  of	  Eduardo	  Paolozzi	  with	  Forms	  on	  a	  Bow,	  1951.	  	  This	  image	  illustrates	  the	  diversity	  of	  
Paolozzi’s	  practice	  in	  the	  1950s,	  which	  encompassed	  works	  in	  bronze,	  paper,	  and	  fabric.	  	  
	  	  
For	  example,	  amongst	  the	  IG,	  ethnographic	  objects	  and	  images	  were	  interpreted	  as	  
part	  of	  the	  flood	  of	  images	  that	  constituted	  their	  expanded	  definition	  of	  contemporary	  
visual	  culture.	  	  At	  the	  IG’s	  first	  formal	  meeting	  at	  the	  ICA	  in	  April	  1952,	  Paolozzi	  had	  
projected	  a	  succession	  of	  images	  torn	  from	  magazines	  and	  books	  that	  he	  had	  collected,	  
some	  collaged	  together,	  with	  no	  commentary	  or	  explanation.	  	  In	  the	  same	  period	  Paolozzi,	  
Henderson,	  the	  architects	  Peter	  and	  Alison	  Smithson,	  and	  Ronald	  Jenkins,	  an	  engineer,	  had	  
proposed	  an	  idea	  for	  an	  exhibition	  of	  ‘documents’	  to	  the	  ICA	  Committee.	  	  The	  working	  title	  
of	  the	  project	  was	  ‘Sources’,	  this	  was	  amended	  to	  ‘Documents’	  in	  1953,	  and	  the	  exhibition	  
was	  finally	  presented	  as	  Parallel	  of	  Life	  and	  Art	  at	  the	  ICA	  in	  September	  1953.42	  	  Parallel	  
consisted	  of	  122	  black	  and	  white	  photographic	  enlargements,	  described	  in	  the	  press	  
release	  (with	  the	  subtitle	  ‘Indications	  of	  a	  New	  Visual	  Order’)	  as	  ‘an	  encyclopaedic	  range	  of	  
material	  from	  past	  and	  present	  […	  ]	  brought	  together	  through	  the	  medium	  of	  the	  camera	  
which	  is	  used	  as	  recorder,	  reporter	  and	  scientific	  investigator’.43	  	  The	  group	  were	  excited	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
42	  ‘Texts	  Documenting	  the	  Development	  of	  Parallel	  of	  Life	  and	  Art	  by	  Alison	  and	  Peter	  Smithson’	  in	  Robbins	  
(1990),	  129.	  
43	  Parallel	  of	  Life	  and	  Art	  Press	  Release,	  31st	  August	  1953	  (TGA9211/5/1/2).	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about	  the	  possibilities	  that	  new	  developments	  in	  photography	  offered	  for	  artists	  to	  expand	  
their	  field	  of	  vision	  ‘beyond	  the	  limits	  imposed	  on	  previous	  generations’.44	  	  Positioning	  
themselves	  as	  ‘editors’,	  who	  had	  selected	  images	  significant	  to	  them,	  the	  arrangement	  of	  
the	  works	  in	  the	  exhibition	  is	  summarised	  by	  the	  group	  as	  follows:	  
	  
They	  have	  been	  ranged	  in	  categories	  suggested	  by	  the	  material	  which	  underline	  a	  
common	  visual	  denominator	  independent	  of	  the	  field	  from	  which	  the	  image	  is	  
taken.	  	  There	  is	  no	  single	  claim	  in	  this	  procedure.	  	  No	  watertight	  scientific	  or	  
philosophical	  system	  is	  demonstrated.	  	  In	  short	  it	  forms	  a	  poetic-­‐lyrical	  order	  
where	  images	  create	  a	  series	  of	  cross-­‐relationships.45	  	  	  
Unlike	  the	  comparatively	  ordered	  arrangement	  of	  images	  in	  Wonder	  and	  Horror,	  
for	  this	  exhibition	  the	  reproductions,	  which	  varied	  in	  size,	  were	  hung	  at	  angles	  from	  the	  
wall,	  suspended	  from	  the	  ceiling,	  and	  placed	  on	  the	  floor.	  	  Each	  image	  had	  a	  number	  on	  it	  
(although	  they	  were	  not	  hung	  in	  order),	  which	  corresponded	  to	  a	  list	  in	  the	  catalogue	  with	  
details	  what	  the	  image	  was	  of	  and	  where	  it	  had	  been	  sourced.	  	  For	  example,	  ‘1.	  A	  Watch.	  
Cassells	  Book	  of	  Knowledge,	  Vol.2;	  2.	  Two	  Radio	  Valves.	  	  Trade	  Periodical	  1936’.46	  Most	  of	  
the	  images	  had	  been	  taken	  from	  books	  or	  journals,	  others	  are	  credited	  to	  individuals	  and	  
research	  institutions.	  	  	  In	  the	  catalogue	  the	  images	  are	  grouped	  under	  the	  headings	  
Anatomy,	  Architecture,	  Art,	  Calligraphy,	  Date	  1901,	  Landscape,	  Movement,	  Nature,	  
Primitive,	  Scale	  of	  Man,	  Stress,	  Stress	  Structure,	  Football,	  Science	  Fiction,	  Medicine,	  
Geology,	  Metal,	  and	  Ceramic.	  	  The	  content	  of	  these	  groupings	  is	  challenging,	  for	  example,	  
the	  Anatomy	  section	  included	  the	  reproductions	  of	  the	  watch	  and	  the	  radio	  valves,	  along	  
with	  images	  of	  a	  dissection	  of	  a	  frog,	  a	  dismembered	  typewriter,	  and	  an	  Australian	  
Aborigine	  bark	  drawing.	  	  However,	  it	  is	  possible	  to	  trace	  a	  language	  of	  visual	  connections	  
that	  artists	  like	  Paolozzi	  were	  making	  between	  these	  documents.	  	  The	  section	  titled	  ‘Art’	  
included	  images	  ranging	  from	  an	  Etruscan	  funerary	  vase,	  an	  image	  taken	  from	  ‘The	  Book	  of	  
the	  North’	  showing	  ‘Tribal	  Tattooing	  of	  Eskimo	  Bride’,	  a	  photograph	  of	  Jackson	  Pollock	  in	  
his	  studio,	  newspaper	  images	  of	  George	  IV’s	  funeral	  and	  a	  cycling	  crash,	  Henderson’s	  own	  
contact	  print	  of	  a	  disintegrating	  mirror,	  and	  a	  whalebone	  mask	  taken	  from	  the	  book	  ‘Native	  
Arts	  of	  the	  Pacific	  North	  West’.	  	  The	  ‘Primitive’	  section	  included	  reproductions	  of	  an	  etching	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
44	  ‘Statement	  of	  Purpose’	  for	  Parallel,	  reproduced	  in	  Robbins	  (1990),	  125.	  	  This	  had	  been	  inspired	  in	  part	  by	  
André	  Malraux’s	  concept	  of	  a	  ‘museum	  without	  walls’.	  	  The	  group	  had	  originally	  invited	  Malraux	  to	  open	  the	  
exhibition.	  	  For	  a	  detailed	  discussion	  of	  the	  influence	  and	  development	  of	  Malraux’s	  ideas	  in	  Parallel	  see	  Walsh	  
(2001),	  92-­‐5	  and	  Alex	  Kitnick,	  “The	  Brutalism	  of	  Life	  and	  Art”,	  October	  136	  (Spring	  2011),	  74-­‐6.	  	  	  	  
45	  Parallel	  of	  Life	  and	  Art	  Press	  Release,	  31st	  August	  1953	  (TGA9211/5/1/2).	  
46	  Parallel	  of	  Life	  and	  Art,	  exhibition	  catalogue	  (London:	  ICA,	  1953).	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by	  Paul	  Klee,	  Aymaran	  script,	  a	  carved	  wooden	  grave	  figure	  (‘Kwakiutl	  Tribe’),	  a	  child’s	  
painting	  and	  a	  ‘lunatic	  drawing’.	  	  Reproductions	  of	  objects,	  events	  and	  locations	  that	  
overlap	  with	  the	  interests	  of	  anthropological	  research	  are	  scattered	  throughout	  the	  
sections	  and	  had	  been	  mainly	  taken	  from	  books	  or	  magazines.	  	  For	  example,	  a	  detail	  of	  a	  
‘Mask	  of	  Quetzalcoatl’	  from	  the	  British	  Museum	  collections	  is	  included	  in	  the	  ‘Architecture’	  
section.47	  	  	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   	  
Fig.26	  and	  Fig.27.	  Parallel	  of	  Life	  and	  Art,	  exhibition	  installation	  view,	  ICA,	  London,	  1953.	  	  The	  
exhibition	  was	  photographed	  by	  Nigel	  Henderson.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
47	  Ibid.	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The	  installation	  images	  show	  that	  these	  groupings	  were	  not	  followed	  in	  the	  
exhibition	  itself,	  where	  the	  emphasis	  was	  on	  letting	  the	  visitor	  forge	  their	  own	  connections	  
and	  ‘cross-­‐relationships’	  between	  the	  images	  as	  they	  moved	  through	  the	  exhibition.	  	  In	  a	  
document	  recording	  the	  development	  of	  the	  exhibition	  concept,	  the	  Smithsons’	  described	  
the	  material	  shown	  as	  ‘belonging	  intimately	  to	  the	  background	  of	  everyone	  today’,	  hoping	  
that	  the	  show	  might	  ‘dispel	  the	  bewilderment	  people	  feel	  when	  confronted	  with	  the	  most	  
recent	  manifestations	  of	  man’s	  activities.	  	  The	  exhibition	  will	  provide	  a	  key	  –	  a	  kind	  of	  
Rosetta	  Stone	  –	  by	  which	  the	  discoveries	  of	  the	  Sciences	  and	  Arts	  can	  be	  seen	  as	  aspects	  of	  
the	  same	  whole,	  related	  phenomenon,	  parts	  of	  that	  New	  Landscape	  which	  experimental	  
science	  has	  revealed	  and	  artists	  and	  theorists	  created’.48	  	  This	  document	  concludes	  by	  
noting	  that	  the	  material	  would	  be	  selected	  not	  just	  for	  its	  visual	  qualities	  but	  for	  the	  ‘reality	  
beneath	  the	  appearance’	  –	  ‘images	  which	  sum	  up	  the	  significant	  development	  in	  each	  field	  
since	  1925	  and	  contain	  within	  them	  the	  seeds	  of	  the	  future’.49	  	  This	  elaborated	  on	  the	  
original	  proposal	  for	  the	  exhibition	  presented	  to	  the	  ICA	  in	  1952,	  which	  sought	  to	  make	  
clear	  the	  existence	  of	  ‘a	  new	  attitude’	  by	  juxtaposing	  material	  from	  different	  disciplines:	  
In	  the	  ‘20s	  a	  work	  of	  art	  or	  a	  piece	  of	  architecture	  was	  a	  finite	  composition	  of	  
simple	  elements:	  elements	  which	  have	  no	  separate	  identity	  but	  exist	  only	  in	  
relation	  to	  the	  whole.	  	  The	  problem	  of	  the	  ‘50s	  is	  to	  retain	  the	  clarity	  and	  finiteness	  
of	  the	  whole	  but	  to	  give	  the	  parts	  their	  own	  internal	  disciplines	  and	  complexities.50	  
Parallel	  attempted	  to	  register	  a	  new	  visual	  order	  by	  focusing	  on	  the	  fluid	  and	  
immediate	  visual	  experience	  and	  imaginative	  response	  of	  the	  exhibition	  visitor.	  	  The	  
original	  contexts	  of	  meaning	  for	  the	  objects	  and	  events	  that	  the	  reproductions	  depicted	  
had	  been	  abandoned,	  the	  emphasis	  was	  on	  reinterpreting	  the	  material	  to	  elucidate	  a	  new	  
‘common	  visual	  denominator	  independent	  of	  the	  field	  from	  which	  the	  image	  is	  taken’.51	  	  
This	  was	  not	  fixed,	  like	  Read	  and	  Penrose’s	  eternal	  archetypes	  or	  Fagg’s	  notion	  of	  ‘true’	  art,	  
but	  was	  determined	  by	  the	  process	  of	  engaging	  with	  the	  images.	  	  As	  the	  catalogue	  listings	  
reflect,	  context	  was	  limited	  to	  the	  sources	  of	  the	  images	  reproduced,	  rather	  than	  
attempting	  to	  give	  an	  expanded	  account	  of	  the	  objects	  or	  events	  recorded.	  	  	  This	  created	  a	  
double-­‐layered	  relationship	  with	  anthropology,	  which	  the	  inclusion	  of	  ethnographic	  images	  
in	  Parallel	  made	  acute.	  	  The	  IG’s	  focus	  on	  the	  human	  usage	  of	  objects	  and	  images	  was	  an	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
48	  ‘Texts	  Documenting	  the	  Development	  of	  Parallel	  of	  Life	  and	  Art	  by	  Alison	  and	  Peter	  Smithson’	  in	  Robbins	  
(1990),	  129.	  
49	  Ibid.	  
50	  Ibid.	  
51	  Parallel	  of	  Life	  and	  Art	  press	  release,	  31st	  August,	  1953	  (TGA9211/5/1/2)	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anthropological	  mode	  of	  thinking.	  	  However,	  this	  interest	  did	  not	  overtly	  extend	  to	  actual	  
ethnographic	  objects	  and	  their	  original	  contexts	  of	  meaning.	   	   	   	  
	   This	  tension	  was	  an	  integral	  part	  of	  a	  new	  relationship	  with	  ethnographic	  objects	  
and	  images	  developing	  amongst	  artists	  in	  this	  period	  that	  was	  clearly	  evident	  in	  the	  work	  
Paolozzi.	  	  Paolozzi	  followed	  early	  modernist	  artists	  in	  their	  enthusiasm	  for	  visiting	  
ethnographic	  museums,	  citing	  the	  Pitt-­‐Rivers	  Museum,	  the	  Musée	  de	  l’Homme	  and	  the	  
British	  Museum	  as	  important	  sites	  of	  stimulation	  for	  his	  work	  from	  the	  mid-­‐1940s	  
onwards.52	  	  He	  had	  also	  had	  influential	  encounters	  with	  private	  collections	  of	  ethnographic	  
objects	  in	  the	  homes	  of	  Tristan	  Tzara	  and	  Roland	  Penrose	  in	  the	  late	  1940s.	  	  However,	  
equally	  as	  important	  for	  Paolozzi	  were	  the	  reproductions	  of	  ethnographic	  objects	  and	  
anthropological	  photographs	  in	  books,	  journals	  and	  magazines,	  which	  formed	  a	  significant	  
dimension	  of	  the	  collections	  of	  images	  that	  he	  hoarded	  throughout	  his	  life.	  	  The	  inclusion	  of	  
such	  images	  in	  Parallel	  reflects	  this	  fascination,	  as	  do	  Paolozzi’s	  early	  collages.	  	  For	  
example,	  in	  the	  collage	  Klokvormig	  Masker,	  c.1946-­‐7,	  Paolozzi	  overlaid	  a	  reproduction	  of	  a	  
Luba	  mask	  with	  what	  appear	  to	  be	  sections	  of	  technical	  plans.	  	  While	  this	  echoes	  the	  
juxtaposition	  of	  ethnographic	  and	  modern	  imagery	  in	  surrealist	  and	  dada	  collages,	  notably	  
Hannah	  Hoch’s	  series	  From	  an	  Ethnographic	  Museum	  (c.1924-­‐30),	  Paolozzi’s	  inclusion	  of	  
the	  whole	  page,	  with	  the	  catalogue	  caption,	  clearly	  locates	  the	  source	  of	  the	  image	  as	  a	  
crucial	  part	  the	  work.	  	  Rather	  than	  focusing	  just	  on	  the	  form	  of	  the	  mask	  itself,	  Paolozzi’s	  
collage	  disrupts	  the	  isolation	  of	  the	  mask	  in	  the	  catalogue	  reproduction,	  subtly	  shifting	  
attention	  from	  the	  object	  to	  the	  way	  it	  was	  being	  reproduced.	  	  Although	  associations	  with	  
a	  more	  direct,	  ‘primitive’	  mode	  of	  expression	  were	  undoubtedly	  important	  for	  Paolozzi,	  his	  
interest	  in	  ethnographic	  objects	  and	  images	  was	  informed	  by	  a	  degree	  of	  reflexivity	  about	  
the	  ideas	  that	  they	  were	  being	  used	  to	  communicate.	  	  In	  particular,	  in	  alignment	  with	  his	  
broader	  practice,	  he	  sought	  to	  disrupt	  the	  isolation	  of	  individual	  works	  as	  artistic	  
masterpieces.	   	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
52	  Paolozzi	  outlines	  these	  influences	  explicitly	  in	  1985	  in	  the	  catalogue	  for	  Lost	  Magic	  Kingdoms,	  however	  
references	  to	  these	  visits	  are	  scattered	  through	  earlier	  interviews	  and	  profiles	  of	  Paolozzi’s	  work.	  	  For	  example,	  
he	  refers	  to	  the	  impact	  of	  visits	  to	  the	  Musée	  de	  l’Homme	  in	  an	  interview	  published	  in	  the	  Journal	  of	  the	  
University	  of	  Manchester	  Architecture	  and	  Planning	  Society	  2	  (1954).	  	  This	  interview	  is	  reproduced	  in	  Robin	  
Spencer,	  Eduardo	  Paolozzi:	  Writings	  and	  Interviews,	  Oxford:	  Oxford	  University	  Press,	  2000,	  76-­‐7.	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Fig.28.	  Hannah	  Hoch,	  Monument	  I,	  1924,	  collage	  on	  paper,	  20.1	  x	  8.8	  cm,	  Berlinische	  Galerie.	  
	  
                                                  
Fig.29.	  Eduardo	  Paolozzi,	  Klokvormig	  Masker,	  1946-­‐7,	  collage	  on	  paper,	  25.4	  x	  19cm.	  	  Flowers	  Gallery,	  
London	  and	  New	  York.  
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In	  the	  context	  of	  the	  ICA,	  this	  element	  of	  reflexivity	  marks	  an	  important	  difference	  
between	  the	  inclusion	  of	  ethnographic	  material	  in	  Parallel	  and	  in	  the	  two	  exhibitions	  
40,000	  Years	  of	  Modern	  Art	  and	  Wonder	  and	  Horror.	  	  The	  expanded	  definitions	  of	  culture	  
and	  the	  focus	  on	  actual	  human	  usage	  rather	  than	  inherent	  aesthetic	  values	  in	  Parallel	  
certainly	  encompassed	  a	  more	  anthropological	  way	  of	  thinking.	  	  However,	  the	  move	  away	  
from	  engaging	  with	  actual	  ethnographic	  objects	  and	  their	  original	  contexts	  of	  use	  dissolved	  
the	  connection	  with	  anthropological	  practice	  that	  the	  two	  previous	  exhibitions	  had	  
generated.	  	  This	  highlights	  a	  gulf	  between	  the	  IG’s	  attention	  to	  the	  complexity	  of	  
contemporary,	  modern	  society	  and	  the	  deliberate	  focus	  on	  ‘other’	  cultures	  in	  British	  
anthropology	  in	  this	  period.	  	  Ethnographic	  studies	  of	  supposedly	  isolated	  societies	  that	  had	  
not	  directly	  experienced	  the	  processes	  of	  mass	  industrialisation	  associated	  with	  ‘Western’	  
culture	  dominated	  anthropological	  practice.	  	  Although	  there	  were	  examples	  of	  
ethnographic	  research	  taking	  place	  in	  Britain,	  such	  as	  those	  inspired	  by	  the	  Mass-­‐
Observation	  initiative,	  anthropology	  and	  ethnography	  remained	  overwhelmingly	  associated	  
with	  the	  study	  of	  unindustrialised	  societies.	  	  This	  indicates	  that	  despite	  the	  analogies	  made	  
between	  anthropology	  and	  this	  new	  generation	  of	  artists’	  non-­‐hierarchical	  approach	  to	  
culture,	  distinctions	  between	  modern	  art	  and	  ethnographic	  objects	  were	  not	  directly	  
challenged.	  	  At	  the	  ICA,	  this	  cleavage	  was	  heightened	  by	  Read,	  Penrose	  and	  Fagg’s	  
influences	  on	  approaches	  to	  exhibiting	  ethnography.	  	  The	  tensions	  between	  these	  different	  
approaches	  provide	  an	  expanded	  context	  for	  the	  ICA’s	  continuing	  enthusiasm	  for	  
‘ethnographical	  exhibitions’	  and	  for	  collaborating	  with	  the	  Royal	  Anthropological	  Institute.	  	  	  
	  
‘Ethnographical	  Exhibitions’	  at	  the	  ICA	  
Ethnographic	  exhibitions	  and	  an	  engagement	  with	  anthropology	  continued	  to	  be	  important	  
at	  the	  ICA	  throughout	  the	  1950s.	  	  For	  example,	  an	  ICA	  memo	  written	  in	  1956	  stresses	  the	  
importance	  of	  establishing	  new	  relationships	  between	  the	  arts	  and	  ‘kindred	  sciences	  such	  
as	  anthropology,	  psychology	  and	  natural	  history	  as	  well	  as	  those	  aspects	  of	  industry	  in	  
which	  the	  arts	  should	  play	  an	  essential	  part	  by	  the	  organisation	  of	  courses	  and	  lectures,	  
seminars	  and	  exhibitions’.	  53	  	  Another	  1956	  memo	  summarises	  the	  ICA’s	  exhibition	  
programme	  as	  follows:	  ‘(1)	  the	  discovery	  and	  encouragement	  of	  new	  British	  artists,	  (2)	  the	  
introduction	  to	  England	  of	  important	  foreign	  artists,	  and	  (3)	  industrial	  design	  and	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
53	  Memo,	  c.1956,	  ICA	  Policy	  1959-­‐61	  (TGA955/1/1/11	  –	  1/18)	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ethnographical	  exhibitions’.54	  	  This	  is	  supported	  by	  a	  lecture	  and	  discussion	  programme	  ‘of	  
unique	  scope’	  intended	  to	  ‘keep	  members	  informed	  about	  the	  whole	  culture	  of	  which	  the	  
art	  exhibitions	  are	  part’,	  with	  an	  emphasis	  on	  internationalism.55	  The	  exhibition	  and	  lecture	  
programme	  itself	  demonstrates	  the	  fluidity	  of	  these	  categories	  and	  the	  activities	  that	  they	  
encompassed,	  however,	  it	  is	  revealing	  to	  unpick	  which	  shows	  constituted	  the	  strand	  of	  
‘ethnographical	  exhibitions’.	  	  If	  ‘ethnographical’	  is	  interpreted	  in	  its	  broadest	  sense	  of	  
attention	  to	  the	  interpretation	  and	  descriptive	  study	  of	  human	  culture	  based	  on	  detailed	  
observation,	  a	  whole	  swathe	  of	  activities	  at	  the	  ICA	  could	  be	  encompassed	  in	  this	  category,	  
including	  those	  associated	  with	  the	  Independent	  Group	  and	  its	  legacies.	  	  However,	  the	  
definition	  of	  ethnography	  at	  the	  ICA	  and	  specifically	  of	  ethnographic	  objects	  remained	  
closely	  bound	  to	  the	  focus	  on	  indigenous,	  traditional	  or	  unindustrialised	  communities	  that	  
dominated	  the	  study	  of	  material	  culture	  in	  anthropology.	  	  For	  example,	  in	  1957	  the	  ICA	  
presented	  two	  exhibitions	  that	  drew	  directly	  on	  Read’s	  relationship	  with	  Fagg	  and	  the	  
Royal	  Anthropological	  Institute.	  	  Lost	  Wax:	  Metal	  Casting	  on	  the	  Guinea	  Coast	  organised	  by	  
Margaret	  Plass	  and	  Fagg	  opened	  in	  February	  1957	  and	  Bark	  Paintings:	  Aboriginal	  Art	  of	  
Australia,	  displaying	  works	  collected	  by	  the	  anthropologist	  Charles	  Mountford,	  opened	  in	  
August	  1957.	  	  The	  presentation	  of	  works	  in	  Lost	  Wax	  reaffirmed	  Fagg’s	  interpretation	  of	  a	  
traditional	  African	  artist	  as	  a	  timeless	  ‘true	  artist’,	  while	  Read’s	  preface	  for	  the	  Aboriginal	  
Art	  of	  Australia	  catalogue	  compares	  Aboriginal	  social	  and	  cultural	  development	  to	  that	  of	  
prehistoric	  men	  of	  the	  Stone	  Age,	  reflecting	  his	  interest	  in	  tracing	  an	  inherent	  universal	  
aesthetic	  impulse.56	  	  In	  the	  same	  year	  Read,	  Fagg,	  Plass,	  Mountford	  and	  the	  anthropologist	  
Marian	  W	  Smith	  all	  served	  on	  an	  organising	  committee	  at	  the	  RAI	  for	  a	  symposium	  
addressing	  ‘The	  Artist	  in	  Tribal	  Society’,	  with	  the	  support	  of	  the	  recently	  opened	  Museum	  
of	  Primitive	  Art	  in	  New	  York.57	  	  For	  this	  event,	  the	  arguments	  presented	  by	  Fagg	  and	  Read	  
in	  response	  to	  40,000	  Years	  resurfaced,	  essentially	  unchanged,	  as	  did	  the	  challenges	  to	  
them	  posed	  by	  Edmund	  Leach.	  	  In	  contrast,	  in	  the	  ICA	  exhibitions	  the	  fixed	  definitions	  of	  art	  
that	  informed	  Read	  and	  Fagg’s	  approaches	  to	  ethnography	  were	  not	  directly	  questioned.	  	  
By	  drawing	  these	  approaches	  together,	  tensions	  between	  artists’	  aspirations	  for	  a	  non-­‐
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
54	  Ibid.	  (TGA955/1/1/11	  –	  2/18)	  
55	  Ibid.	  
56	  See	  William	  Fagg’s	  introduction	  to	  Lost	  Wax:	  Metal	  Casting	  on	  the	  Guinea	  Coast,	  exhibition	  catalogue	  
(London:	  ICA,	  1957)	  and	  Herbert	  Read’s	  preface	  to	  Bark	  Painting:	  Aboriginal	  Art	  of	  Australia,	  exhibition	  
catalogue	  (London:	  ICA,	  1957).	  
57	  The	  Artist	  in	  Tribal	  Society	  symposium	  took	  place	  at	  the	  RAI	  on	  16th	  and	  17th	  October	  1957.	  The	  Museum	  of	  
Primitive	  Art	  in	  New	  York	  was	  founded	  by	  Nelson	  Rockefeller	  in	  partnership	  with	  René	  d'Harnoncourt,	  Director	  
of	  the	  Museum	  of	  Modern	  Art,	  New	  York,	  with	  the	  art	  historian	  Robert	  Goldwater	  as	  its	  Director.	  	  It	  opened	  to	  
the	  public	  in	  February	  1957.	  	  Their	  collecting	  policy	  was	  driven	  by	  an	  emphasis	  on	  aesthetic	  quality.	  	  Fagg	  was	  
employed	  by	  them	  as	  a	  consulting	  fellow	  from	  1957	  until	  1970.	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hierarchical,	  fluid	  definition	  of	  culture	  and	  the	  continuing	  significance	  of	  primitivism	  at	  the	  
ICA	  come	  into	  focus.	  	  Further,	  it	  becomes	  clear	  that	  the	  relationship	  between	  modern	  art	  
and	  ethnography	  was	  interpreted	  in	  different	  ways	  in	  this	  context,	  as	  was	  the	  term	  
‘primitive’.	   	   	   	   	   	   	   	   	   	   	  
	  
Lost	  Wax:	  Metal	  Casting	  on	  the	  Guinea	  Coast	  (1957)	  
In	  August	  1956	  Lawrence	  Alloway	  had	  written	  to	  Margaret	  Plass,	  on	  behalf	  of	  the	  ICA,	  
agreeing	  that	  the	  Lost	  Wax	  exhibition	  planned	  for	  the	  following	  year	  should	  focus	  on	  Africa,	  
while	  earlier	  and	  modern	  uses	  of	  lost	  wax	  casting	  would	  be	  addressed	  in	  two	  seminars,	  the	  
first	  on	  technique	  and	  the	  second	  on	  lost	  wax	  and	  modern	  art.58	  	  Plass	  replied,	  writing	  from	  
Los	  Angeles,	  encouraging	  Alloway	  to	  invite	  Henry	  Moore,	  Leon	  Underwood	  and	  ‘maybe	  
even	  Michael	  Ayrton’,	  adding	  that	  Alloway	  should	  consult	  Fagg	  if	  necessary	  on	  any	  details.59	  	  
Lost	  Wax:	  Metal	  Casting	  on	  the	  Guinea	  Coast	  was	  opened	  by	  Sir	  Thomas	  Kendrick,	  Director	  
of	  the	  British	  Museum	  in	  February	  1957.	  	  The	  exhibition	  consisted	  of	  approximately	  80	  
casts	  and	  a	  group	  of	  200	  small	  gold-­‐weights.	  	  The	  works	  were	  mainly	  figurative	  and	  were	  
arranged	  into	  tribal	  groups.	  	  They	  had	  been	  loaned	  from	  private	  collectors	  and	  museums,	  
including	  four	  plaster	  casts	  of	  bronzes	  in	  the	  British	  Museum	  Collection.	  The	  exhibition	  was	  
advertised	  in	  the	  ICA	  bulletin	  as	  concentrating	  ‘interest	  upon	  an	  aspect	  of	  African	  sculpture	  
usually	  taken	  for	  granted	  but	  which	  may	  have	  many	  lessons	  for	  contemporary	  artists:	  the	  
intimate	  relation	  between	  the	  complicated	  and	  difficult	  technique	  of	  casting	  metals	  by	  cire	  
perdue	  and	  the	  various	  forms	  produced	  by	  the	  African	  master	  founders	  on	  the	  coast	  of	  
Guinea	  from	  Liberia	  to	  the	  Congo,’	  noting	  that	  ‘few	  of	  the	  examples	  shown	  will	  be	  familiar	  
to	  members’.60	  	  	  Fagg’s	  involvement	  in	  the	  exhibition	  was	  substantial,	  he	  wrote	  the	  
catalogue,	  led	  the	  seminars	  with	  Margaret	  Plass	  and	  introduced	  an	  evening	  of	  films	  made	  
in	  Central	  and	  West	  Africa	  between	  1946-­‐51	  by	  Francois	  Villiers	  and	  Jacques	  Dupont	  that	  
had	  been	  loaned	  from	  the	  Institut	  Français.61	  	  The	  press	  release	  for	  the	  exhibition	  draws	  
attention	  to	  the	  extensive	  ethnographic	  information	  and	  detailed	  technical	  notes	  in	  the	  
catalogue,	  stating	  that	  ‘these	  last	  are	  of	  considerable	  topical	  interest	  in	  view	  of	  the	  
renewed	  use	  of	  the	  lost	  wax	  process	  by	  modern	  British	  sculptors’.62	  	  	   	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
58	  Letter	  from	  Lawrence	  Alloway	  to	  Margaret	  Plass,	  20th	  August	  1956	  (TGA955/1/12/84,	  4/43).	  
59	  Letter	  from	  Margaret	  Plass	  to	  Lawrence	  Alloway,	  15th	  September	  1956	  (TGA955/1/12/84,	  5/43).	  
60	  ICA	  Bulletin	  73,	  February	  1957,	  (TGA955/14/1-­‐18).	  
61	  The	  films	  were	  accompanied	  by	  African	  music	  recordings,	  loaned	  by	  OW	  Samson,	  curator	  at	  the	  Horniman	  
Museum.	  	  	  
62	  Lost	  Wax	  Press	  Release,	  February	  1957	  (TGA955/1/12/84,	  2/43).	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   Fagg	  opens	  his	  introduction	  to	  the	  exhibition	  catalogue	  by	  stressing	  the	  high	  levels	  
of	  skill	  and	  craftsmanship	  that	  lost	  wax	  casting	  calls	  for.	  	  He	  contrasts	  the	  quality	  of	  the	  
works	  in	  the	  exhibition	  from	  the	  Guinea	  coast,	  where	  he	  says	  the	  artist	  and	  craftsman	  are	  
perceived	  as	  one,	  with	  casts	  produced	  in	  Europe	  and	  other	  industrialised	  societies,	  where	  
what	  he	  describes	  as	  ‘a	  conveyor	  belt	  system’	  is	  in	  operation.63	  	  Making	  a	  link	  with	  the	  
image	  on	  the	  cover	  of	  the	  catalogue	  that	  had	  been	  drawn	  by	  Plass,	  Fagg	  goes	  on	  to	  
compare	  lost	  wax	  casting	  with	  procreation,	  stating	  that	  for	  ‘the	  tribal	  sculptor	  with	  his	  
traditional	  philosophy	  of	  vital	  force,	  and	  perhaps	  to	  the	  true	  artist	  everywhere,	  the	  
moment	  of	  pouring	  seems	  like	  a	  mystical	  act	  of	  procreation,	  in	  which	  the	  male	  fluid	  gives	  
life	  and	  substance	  to	  the	  form	  which	  is	  latent	  within	  the	  clay	  womb’.	  Adding	  that	  ‘we	  may	  
stretch	  the	  metaphor	  too	  far	  if	  we	  compare	  the	  European	  separation	  of	  functions	  to	  
artificial	  insemination;	  but	  we	  may	  truly	  say	  that	  where	  cire	  perdue	  is	  at	  its	  best	  its	  
successive	  stages	  are	  perceived	  of	  by	  the	  artist	  as	  a	  unity’.64	  	  Fagg’s	  opposition	  of	  European	  
and	  African	  art	  here	  echoes	  the	  way	  that	  he	  pitted	  ethnographic	  and	  modern	  art	  against	  
each	  other	  in	  his	  responses	  to	  40,000	  Years	  and	  in	  later	  texts,	  as	  a	  way	  of	  encouraging	  
contemporary	  artists	  to	  abandon	  the	  nihilism	  he	  associated	  with	  modern	  artistic	  practice	  
and	  follow	  instead	  in	  the	  footsteps	  of	  the	  ‘true’	  artists	  of	  tribal	  societies.	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   	   	   	   	  
Fig.30.	  Lost	  Wax:	  Metal	  Casting	  on	  the	  Guinea	  Coast,	  ICA	  exhibition	  catalogue	  cover,	  1957	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
63William	  Fagg,	  Introduction,	  Lost	  Wax:	  Metal	  Casting	  on	  the	  Guinea	  Coast,	  ICA	  Exhibition	  Catalogue,	  London,	  
March	  1957,	  unpaginated.	  
64	  Ibid.	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Alloway’s	  involvement	  in	  Lost	  Wax	  was	  primarily	  administrative,	  but	  it	  reanimates	  
the	  wider	  cultural	  context	  in	  which	  the	  exhibition	  took	  place	  and	  in	  which	  Fagg’s	  approach	  
can	  be	  usefully	  considered.	  	  Alloway	  had	  joined	  the	  ICA	  exhibitions	  committee	  in	  1953	  and	  
went	  on	  to	  work	  for	  the	  Institute	  as	  assistant,	  deputy	  and	  then	  programme	  director	  from	  
1956-­‐60.	  	  He	  had	  been	  an	  influential	  member	  of	  the	  Independent	  Group	  and	  by	  1956	  had	  
presented	  a	  series	  of	  landmark	  lectures	  and	  experimental	  exhibitions,	  enthusiastically	  
promoting	  an	  assemblage-­‐based	  approach	  to	  contemporary	  culture	  that	  deliberately	  
departed	  from	  Read’s	  grand	  narratives.65	  	  His	  letter	  to	  Margaret	  Plass	  about	  Lost	  Wax	  was	  
sent	  a	  few	  weeks	  after	  the	  opening	  of	  This	  is	  Tomorrow	  at	  the	  Whitechapel	  Gallery,	  a	  
seminal	  exhibition	  for	  many	  of	  the	  IG	  members.	  	  	   	   	   	  
	   Four	  months	  earlier,	  in	  April	  1956	  Alloway	  had	  published	  an	  article	  about	  the	  small	  
rough	  figurative	  bronzes	  that	  Paolozzi	  had	  been	  casting	  using	  the	  lost	  wax	  method	  in	  a	  
furnace	  that	  he	  had	  set	  up	  in	  the	  garden	  of	  ICA	  Director	  Dorothy	  Morland’s	  house	  in	  
Hampstead	  in	  1954.	  	  Alloway	  describes	  how	  Paolozzi	  avoids	  ‘like	  the	  plague’	  the	  
competence	  of	  Henry	  Moore,	  leaving	  his	  work	  ‘at	  an	  earlier	  stage	  than	  that	  at	  which	  the	  art	  
user	  is	  accustomed	  to	  seeing	  it;	  it	  is	  “raw	  material”	  not	  “artist’s	  material.”‘66	  	  By	  exposing	  
himself	  to	  everything	  as	  a	  potential	  source	  for	  visual	  stimulation,	  uninhibited	  by	  the	  
conventions	  of	  taste	  and	  art	  history,	  Paolozzi	  was	  creating	  images	  from	  a	  way	  of	  seeing	  
which	  Alloway	  defines	  as	  combining	  variety	  and	  uniformity	  in	  a	  new	  way:  
The	  variety	  is	  the	  incredible	  extension	  of	  subject	  matter	  (literally	  everything	  can	  be	  
given	  visual	  symbolic	  form	  now).	  	  The	  uniformity	  is	  in	  the	  quantity	  of	  images	  which	  
enables	  us	  to	  see	  connections	  between	  unlikes.	  	  Paolozzi	  seems	  to	  get	  both	  
properties	  in	  his	  art:	  the	  head	  is	  a	  head,	  a	  planet,	  an	  asteroid,	  a	  stone,	  a	  blob	  under	  
a	  microscope;	  it	  is	  big	  and	  small,	  one	  and	  many.	  	  Any	  of	  these	  possibilities	  can	  enter	  
his	  drawings	  and	  sculptures	  of	  heads	  without	  excluding	  others.	  	  The	  images	  are	  
multi-­‐evocative,	  not	  because	  of	  old-­‐line	  surrealist	  incongruities	  but	  because	  of	  a	  
new	  way	  of	  seeing	  wholes.67	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
65	  For	  recent	  detailed	  accounts	  of	  Alloway’s	  career	  and	  impact	  see	  Nigel	  Whiteley,	  Art	  and	  Pluralism:	  Lawrence	  
Alloway’s	  Cultural	  Criticism	  (Liverpool:	  Liverpool	  University	  Press,	  2012)	  and	  Lawrence	  Alloway:	  Critic	  and	  
Curator,	  eds.	  Lucy	  Bradnock,	  Courtney	  J	  Martin	  and	  Rebecca	  Peabody	  (Los	  Angeles:	  Getty	  Research	  Institute,	  
2015).	  	  
66	  Lawrence	  Alloway,	  ‘Eduardo	  Paolozzi’,	  Architectural	  Design	  (April	  1956),	  133.	  	  Reproduced	  in	  full	  in	  October	  
136	  (Spring	  2011).	  
67	  Ibid.	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Alloway	  concludes	  his	  article	  by	  addressing	  Paolozzi’s	  interest	  in	  man’s	  relationship	  with	  
technology,	  in	  particular	  its	  implications	  for	  the	  ‘man	  and	  artifact	  relationship’.68	  	  For	  
example,	  rather	  than	  celebrating	  the	  streamlined,	  technical	  efficiency	  of	  the	  car	  in	  his	  
bronze	  sculpture	  Man	  in	  a	  Motor	  Car,	  Paolozzi	  treats	  it	  as	  part	  of	  the	  features	  of	  the	  body,	  
similarly	  ‘asymmetric	  and	  scatty’	  –	  ‘Paolozzi’s	  point	  seems	  to	  be	  that	  the	  clumsy,	  obdurate,	  
exasperated	  humanity	  makes	  tools	  personal.	  	  The	  artifact	  gives	  in	  to	  the	  archaic	  nature	  of	  
man’.69	  
	  
       
Fig.31.	  Eduardo	  Paolozzi,	  Man	  in	  a	  Motor	  Car,	  1956,	  bronze,	  h.29cm.	  Smart	  Museum	  of	  
Art,	  University	  of	  Chicago	  
  
As	  Alex	  Kitnick	  has	  recently	  argued,	  these	  bronze	  sculptures	  can	  be	  read	  as	  an	  
ironic	  comment	  on	  the	  fashion	  for	  using	  archaic	  artefacts	  as	  archetypal	  models	  to	  
demonstrate	  the	  continuity	  of	  supposedly	  universal	  human	  experiences.70	  	  Kitnick	  makes	  
the	  connection	  with	  Read’s	  focus	  on	  the	  ‘eternal	  recurrence	  of	  an	  archetype’	  in	  Wonder	  
and	  Horror,	  and	  Roland	  Penrose’s	  related	  comments	  that	  the	  ‘most	  ancient	  symbols’	  were	  
continuing	  to	  appear	  in	  a	  ‘modern	  guise’	  in	  contemporary	  culture.71	  	  In	  contrast,	  in	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
68	  Ibid.	  
69	  Ibid.	  
70	  Kitnick	  (2012).	  
71	  Penrose	  (1953),	  5	  and	  Wonder	  and	  Horror,	  exhibition	  catalogue	  (1953),	  unpaginated.	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sculptures	  like	  Man	  in	  a	  Motor	  Car,	  Kitnick	  argues	  that	  Paolozzi	  forces	  the	  viewer	  to	  
address	  the	  validity	  of	  this	  device:	  
Though	  Paolozzi’s	  hand-­‐making	  of	  the	  readymade	  might	  look	  like	  an	  attempt	  to	  
insure	  a	  ritualistic	  and	  “primitive”	  subjectivity,	  it	  ultimately	  shows	  such	  a	  way	  of	  
being	  to	  be	  impossible	  and	  beyond	  reach.72	  	  
In	  this,	  the	  material	  form	  of	  Paolozzi’s	  lost	  wax	  bronzes	  incorporated	  an	  element	  of	  critical	  
reflexivity	  that	  tallied	  with	  Alloway’s	  more	  overt	  criticisms	  of	  Read’s	  ‘obstinate	  absolutes’.73	  	  
As	  Alloway’s	  1956	  article	  had	  made	  clear,	  a	  new	  generation	  of	  artists	  were	  approaching	  the	  
human	  image	  and	  the	  process	  of	  bronze	  casting	  in	  ways	  that	  departed	  from	  the	  universal	  
aesthetic	  qualities	  that	  Read	  and	  Fagg	  associated	  with	  artists	  like	  Moore.	  	  However	  neither	  
Plass	  nor	  Fagg	  were	  interested	  in	  incorporating	  a	  discussion	  of	  these	  new	  ideas	  into	  the	  
Lost	  Wax	  exhibition	  at	  the	  ICA;	  nor,	  apparently,	  was	  Alloway.	  	  In	  Lost	  Wax	  direct	  references	  
to	  modern	  works	  remained	  limited	  to	  artists	  like	  Moore	  and	  Underwood.	  	  At	  one	  level	  the	  
exhibition	  can	  be	  located	  within	  the	  concerns	  of	  an	  older,	  more	  traditional	  generation	  that	  
Alloway	  perhaps	  did	  not	  feel	  compelled	  to	  engage	  with	  critically.	  	  On	  another,	  it	  clearly	  
resonated	  with	  Paolozzi’s	  interest	  in	  bronze	  casting	  and	  the	  formal	  and	  material	  qualities	  of	  
ethnographic	  objects.	  	  Paolozzi	  continued	  to	  respect	  the	  work	  of	  Moore	  and	  Underwood,	  
and	  also	  their	  enthusiasm	  for	  ‘primitive’	  art.74	  	  Consequently,	  ethnographic	  exhibitions	  at	  
the	  ICA	  like	  Lost	  Wax	  undoubtedly	  appealed	  to	  artists	  like	  Paolozzi.	  	  However	  the	  emphasis	  
on	  this	  material	  as	  the	  work	  of	  timeless	  ‘true’	  artists	  must	  have	  reinforced	  a	  sense	  of	  
distinctness	  from	  their	  own	  creative	  practices.	   	   	  
	   	   	   	   	  	  
Primitive	  Art	  at	  the	  ICA	  and	  the	  RAI	  
Read’s	  interest	  in	  ‘primitive	  art’	  as	  revealing	  an	  innate	  and	  universal	  aesthetic	  drive	  
continued	  to	  have	  currency	  at	  the	  ICA	  and	  was	  taken	  as	  representative	  of	  the	  conditions	  of	  
modern	  art	  during	  debates	  organised	  by	  the	  Royal	  Anthropological	  Institute	  in	  this	  period.	  	  
For	  example,	  in	  October	  1957	  the	  ICA’s	  ten	  year	  anniversary	  Bulletin	  made	  a	  feature	  of	  
primitivism.75	  	  This	  built	  on	  themes	  that	  had	  been	  addressed	  in	  the	  exhibition	  Bark	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
72	  Kitnick	  (2012),	  43.	  
73	  Whiteley	  (2012),	  43.	  
74	  Paolozzi	  acknowledges	  this	  in	  the	  Lost	  Magic	  Kingdoms	  exhibition	  catalogue	  (1985),	  9	  and	  in	  an	  interview	  for	  
the	  Journal	  of	  the	  University	  of	  Manchester	  Architecture	  and	  Planning	  Society	  2	  (1954),	  reproduced	  in	  Spencer	  
(2000).	  	  	  
75	  ICA	  Bulletin	  80,	  October	  1957	  (TGA955/14/1-­‐18).	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Paintings:	  Aboriginal	  Art	  of	  Australia,	  held	  at	  the	  ICA	  two	  months	  earlier,	  which	  had	  
included	  32	  bark	  paintings	  collected	  by	  Charles	  Mountford	  in	  Arnhem	  Land,	  Australia,	  
during	  an	  expedition	  sponsored	  by	  the	  National	  Geographic	  Society,	  the	  Smithsonian	  and	  
the	  Australian	  Government	  in	  1948.	  	  The	  ICA	  described	  the	  exhibition	  as	  a	  display	  of	  the	  
work	  of	  ‘the	  most	  primitive	  of	  living	  people’,	  an	  approach	  expanded	  on	  by	  both	  Read	  and	  
Mountford	  in	  their	  discussions	  of	  the	  works.76	  	  	  The	  primitivism	  themed	  Bulletin	  refers	  back	  
to	  these	  works	  as	  constituting	  one	  of	  ‘four	  sources	  to	  study	  the	  beginning	  of	  human	  
painting’.77	  	  These	  were	  ‘the	  work	  of	  children,	  the	  art	  of	  primitive	  people	  (as	  in	  the	  
Aboriginal	  art	  exhibition),	  schizophrenic	  art	  (as	  shown	  at	  the	  ICA	  in	  1955)	  and	  prehistoric	  
remains’.78	  	  The	  author	  then	  added	  that	  ‘the	  drawing	  and	  painting	  executed	  by	  
chimpanzees	  now	  provides	  a	  fifth	  category’,	  with	  reference	  to	  the	  current	  exhibition	  of	  
chimpanzee	  paintings	  that	  had	  been	  organised	  at	  the	  ICA	  by	  the	  artist	  and	  zoologist	  
Desmond	  Morris.79	  	   	   	   	  	   	   	   	   	  
	   These	  ideas	  were	  explored	  in	  two	  talks	  in	  October	  1957,	  the	  first	  by	  Mountford	  on	  
‘Child	  art	  of	  the	  desert	  aborigines’	  with	  a	  screening	  of	  his	  documentary	  film	  Tjurunga	  
(1942),	  and	  the	  second	  by	  Morris	  titled	  ‘Paintings	  by	  species	  other	  than	  human	  and	  their	  
relation	  to	  human	  art’.	  	  The	  following	  week,	  Mountford	  opened	  an	  RAI	  symposium	  titled	  
‘The	  Artist	  in	  Tribal	  Society’	  with	  his	  paper	  ‘The	  Artist	  and	  his	  Art	  in	  an	  Australian	  Aboriginal	  
Society’,	  which	  was	  followed	  by	  Read’s	  response	  in	  a	  paper	  titled	  ‘Aboriginal	  Society:	  A	  
Comment’.80	  	  Read	  began	  his	  reflections	  on	  Mountford’s	  paper	  by	  stating	  that	  for	  a	  student	  
of	  art	  ‘the	  value	  of	  Australian	  aboriginal	  art	  is	  that	  it	  offers	  a	  solution	  to	  some	  of	  the	  
problems	  connected	  with	  the	  origins	  and	  functions	  of	  art	  in	  human	  society’.81	  	  He	  went	  on	  
to	  argue	  that	  the	  aesthetic	  faculty	  is	  innate	  in	  man	  and	  that	  whether	  or	  not	  something	  is	  a	  
work	  of	  art	  is	  determined	  at	  the	  point	  of	  creation:	  ‘the	  artist	  creates	  his	  form,	  and	  it	  has	  or	  
has	  not	  the	  elements	  we	  call	  beauty	  or	  vitality,	  by	  virtue	  of	  which	  alone	  it	  is	  a	  work	  of	  art’.82	  	  
Read	  concluded	  that	  ‘I	  do	  not	  wish	  to	  suggest	  that	  the	  philosopher	  of	  art	  is	  indifferent	  to	  
the	  problems	  which	  exercise	  the	  anthropologist,	  or	  that	  the	  facts	  they	  establish	  can	  never	  
effect	  our	  understanding	  of	  art.	  	  Nevertheless,	  art	  does	  not	  change;	  and	  I	  find	  no	  better	  
demonstration	  of	  that	  fact	  than	  the	  drawings	  by	  Australian	  aboriginal	  children	  which	  Mr	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  1957	  (TGA955/14/1-­‐18).	  	  
78	  	  Ibid.	  
79	  Desmond	  Morris	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  director	  of	  the	  ICA	  in	  1967.	  
80	  The	  proceedings	  from	  this	  symposium	  are	  summarised	  in	  Marian	  W	  Smith,	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  and	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  Paul,	  1961).	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  14.	  
82	  Ibid.,	  20.	  
	   72	  
Mountford	  has	  collected	  and	  shown	  me’.83	  	  	   	   	   	   	   	  
	   Read	  and	  Mountford’s	  ahistorical	  approach	  was	  challenged	  in	  the	  discussion	  that	  
followed	  by	  a	  number	  of	  anthropologists,	  including	  Leach.	  	  In	  summary,	  the	  Chairman	  
(Marian	  W	  Smith)	  concluded	  that	  the	  hypotheses	  concerning	  the	  ties	  between	  primitive	  
art,	  child	  art,	  and	  the	  art	  of	  people	  who	  are	  psychologically	  disturbed	  had	  been	  largely	  
abandoned	  by	  anthropologists,	  given	  its	  basis	  in	  a	  theory	  of	  unilineal	  social	  evolution	  and	  
lack	  of	  careful	  analysis.84	  	  Rather,	  their	  concern	  in	  this	  symposium	  was	  with	  the	  influence	  of	  
specific	  cultural	  factors.	  	  Smith	  breaks	  this	  down	  by	  outlining	  their	  interest	  in	  when	  an	  
‘apparently	  common	  human	  heritage	  is	  supplanted	  by	  cultural	  tradition’,	  asking	  ‘when	  do	  
these	  two	  features	  diverge?	  And	  can	  they	  ever	  be	  truly	  distinguished?’85	  	  The	  different	  
interpretations	  of	  the	  ‘primitive’	  amongst	  anthropologists	  and	  what	  is	  described	  as	  ‘the	  art	  
world’	  is	  reiterated	  in	  the	  introduction	  to	  the	  symposium	  proceedings	  which	  were	  
published	  in	  1961,	  in	  a	  volume	  edited	  by	  Smith.86	  	  Here,	  interpretations	  of	  ethnographic	  
objects	  in	  the	  art	  world	  as	  ‘primitive	  precursors	  of	  our	  Western	  art	  tradition’	  are	  dismissed,	  
noting	  that	  archaic	  is	  a	  better	  word	  for	  the	  first	  expressions	  of	  an	  art	  style.87	  	  Smith	  
continues	  by	  stating	  that	  ‘primitive	  art	  is	  wholly	  contemporary	  with	  our	  own	  –	  it	  is	  
distinguished	  entirely	  by	  the	  differences	  of	  the	  art	  traditions	  involved’,	  adding	  that	  it	  
should	  not	  be	  interpreted	  as	  a	  single	  unit	  ‘as	  each	  primitive	  art	  style	  has	  its	  own	  
development	  and	  significance’.88	  	  Smith’s	  definition	  of	  primitive	  or	  tribal	  art	  echoes	  Fagg’s	  
earlier	  texts	  when	  she	  describes	  it	  as	  ‘the	  results	  of	  long	  development,	  culminations	  of	  
expression	  in	  well-­‐established	  traditions’.89	  	  However,	  there	  was	  clearly	  a	  resistance	  
amongst	  anthropologists	  towards	  Fagg’s	  interpretation	  of	  ‘tribal	  art’	  as	  embodying	  
universal	  aesthetic	  qualities	  that	  superseded	  their	  contexts	  of	  use.	  	  Edmund	  Leach	  was	  
particularly	  vocal	  about	  this	  during	  the	  symposium.	  	  Responding	  to	  Fagg,	  Leach	  argues	  that	  
‘There	  is	  no	  total	  isolation	  of	  the	  tribe,	  no	  point	  at	  which	  we	  can	  say,	  ‘this	  is	  the	  real	  thing:	  
the	  original	  tribal	  culture’.	  	  Art	  objects	  belong	  to	  the	  period	  that	  they	  were	  made’.90	  	  Leach	  
also	  directly	  questioned	  Read’s	  focus	  on	  inherent	  aesthetic	  qualities	  in	  primitive	  art:	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
83	  Ibid.,	  21.	  
84	  Ibid.,	  31.	  
85	  Ibid.,	  31-­‐2.	  
86	  The	  publication	  of	  the	  proceedings	  was	  delayed	  by	  Marian	  W	  Smith’s	  illness,	  which	  resulted	  in	  her	  death	  in	  
1961.	  	  The	  final	  phases	  of	  editing	  and	  production	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  overseen	  by	  Fagg.	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  Smith	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  x.	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  Ibid.	  
89	  Ibid.	  
90	  Smith	  (1961),	  103.	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I	  think	  Sir	  Herbert	  Read	  also	  feels	  that	  we	  can	  perceive	  in	  primitive	  art	  objects	  
something	  which,	  as	  it	  were,	  is	  inherently	  there.	  	  Personally,	  I	  do	  not	  hold	  that	  
view.	  	  I	  consider	  that	  all	  these	  ethnographic	  objects,	  if	  they	  do	  not	  come	  from	  
European	  culture,	  are	  as	  far	  as	  we	  are	  concerned,	  ‘found’	  objects.	  	  I	  recollect	  an	  
exhibition	  of	  Graham	  Sutherland’s	  work	  some	  years	  ago	  in	  which	  he	  showed	  
among	  his	  pictures	  bits	  of	  driftwood	  because	  they	  had	  stimulated	  him	  in	  painting	  
some	  of	  his	  pictures.	  	  In	  the	  same	  way,	  these	  objects	  of	  what	  we	  call	  primitive	  art	  
are	  exciting	  to	  us.	  	  They	  stimulate	  us,	  but	  they	  stimulate	  us	  as	  ‘found’	  objects,	  not	  
because	  we	  really	  perceive	  in	  them	  aesthetic	  qualities	  already	  there.	  	  That	  does	  not	  
mean	  that	  I	  think	  they	  do	  not	  have	  aesthetic	  qualities.91	  	  	  	  
Leach’s	  comments	  reflect	  a	  mind	  set	  in	  anthropology	  that	  had	  an	  affinity	  with	  the	  
Independent	  Group’s	  focus	  on	  discovering	  new	  connections	  through	  artist’s	  lived	  
experiences	  of	  contemporary	  society	  and	  the	  processes	  of	  viewing	  and	  responding	  to	  
sources	  of	  visual	  stimulation.	  	  However,	  this	  connection	  was	  not	  developed	  in	  the	  
‘ethnographical	  exhibitions’	  at	  the	  ICA	  in	  the	  1950s.	  	  These	  exhibitions	  focused	  on	  the	  
premise	  that	  certain	  traditional	  or	  indigenous	  cultural	  practices	  represented	  a	  more	  
authentic	  or	  primal	  aesthetic	  experience	  and	  therefore	  constituted	  a	  valuable	  source	  of	  
inspiration	  for	  modern	  artists.	  	  	   	  
	   	  
Conclusion	  
Locating	  Paolozzi’s	  interest	  in	  ethnographic	  objects	  in	  this	  context	  is	  challenging.	  	  In	  part,	  
he	  was	  drawn	  to	  these	  objects	  as	  works	  from	  a	  different	  kind	  of	  society,	  which	  he	  saw	  as	  
distinct	  from	  the	  rational	  orders	  of	  his	  own	  technological,	  mechanised	  world.	  	  However,	  in	  
contrast	  to	  Fagg,	  Penrose	  and	  Read,	  he	  used	  this	  sense	  of	  difference	  to	  disrupt,	  rather	  than	  
expand,	  fixed	  definitions	  of	  the	  artwork.	  	  In	  his	  assemblage-­‐based	  works	  of	  this	  period	  
Paolozzi	  incorporates	  ethnographic	  objects	  and	  images	  into	  his	  cultural	  continuum,	  often	  
making	  his	  experience	  of	  viewing	  them	  in	  books	  and	  magazines	  explicit.	  	  The	  challenge	  
comes	  with	  trying	  to	  discuss	  this	  mode	  of	  critical	  reflexivity	  at	  the	  same	  time	  as	  retaining	  
the	  clear	  distinctions	  between	  ‘modern’	  and	  ‘primitive’	  societies	  that	  remained	  dominant	  
in	  this	  period.	   	   	   	   	   	   	   	  	  	   	  
	   The	  ongoing	  celebration	  of	  primitivism	  at	  the	  ICA	  in	  the	  1950s	  helps	  to	  illuminate	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the	  impact	  that	  this	  context	  had	  on	  Paolozzi’s	  work	  and	  the	  ways	  that	  it	  was	  interpreted.	  	  
For	  example,	  Paolozzi	  stated	  in	  an	  experimental	  lecture	  at	  the	  ICA	  in	  1958	  that	  ‘rational	  
order	  in	  the	  technological	  world	  can	  be	  as	  fascinating	  as	  the	  fetishes	  of	  a	  Congo	  witch	  
doctor’.92	  	  Although	  perhaps	  more	  open	  to	  interpretation	  now,	  in	  the	  context	  of	  the	  1950s	  
Paolozzi’s	  provocative	  analogy	  was	  embedded	  in	  the	  dichotomy	  of	  modern/primitive,	  
rather	  than	  the	  fluid	  horizontality	  that	  is	  often	  associated	  with	  his	  approach	  to	  culture.	  	  
This	  quote	  was	  re-­‐used	  in	  the	  catalogue	  for	  New	  Images	  of	  Man	  at	  MoMA,	  New	  York	  
(1959)	  to	  introduce	  Paolozzi’s	  ‘necromantic	  fetishes	  of	  the	  technological	  world,	  
automatons	  born	  of	  its	  fragmentation’.93	  	  Aspects	  of	  the	  introduction	  to	  this	  exhibition	  
echo	  Read’s	  discussion	  of	  a	  primitive	  angst	  in	  40,000	  Years	  of	  Modern	  Art,	  and	  describes	  
the	  selected	  artists	  as	  envying	  the	  ‘ancient’	  tribal	  artist’s	  ‘shamanistic	  powers’.94	  	  	  
	  
	  
Fig.32.	  Eduardo	  Paolozzi,	  Jason,	  1956,	  bronze,	  167.8	  x	  37.5	  x	  28.6cm,	  Museum	  of	  Modern	  Art,	  New	  
York.	  	  Paolozzi	  exhibited	  four	  bronze	  sculptures	  in	  New	  Images	  of	  Man	  (1959),	  including	  Jason	  which	  
was	  purchased	  by	  the	  Museum	  of	  Modern	  Art	  for	  the	  exhibition.	  	  This	  photograph	  is	  taken	  from	  the	  
exhibition	  catalogue.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
92	  Eduardo	  Paolozzi,	  ‘Notes	  from	  a	  Lecture	  at	  the	  Institute	  of	  Contemporary	  Arts’	  (1958)	  in	  Spencer	  (2000),	  81.	  
For	  a	  discussion	  of	  the	  relationship	  between	  this	  lecture	  and	  Paolozzi’s	  work	  in	  this	  period	  see	  Ben	  Highmore	  
‘”Image-­‐breaking,	  God-­‐making”:Paolozzi’s	  Brutalism’,	  October	  136	  (Spring	  2011).	  
93Peter	  Selz,	  New	  Images	  of	  Man,	  exhibition	  catalogue	  (New	  York:	  Museum	  of	  Modern	  Art,	  1959),	  117.	  
94Ibid.,	  p.15.	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A	  few	  years	  later	  Read	  elaborated	  on	  Paolozzi’s	  quote	  in	  the	  publicity	  for	  his	  solo	  
exhibition	  at	  MoMA,	  New	  York	  in	  1964:	  	  
A	  mechanical	  fetish	  does	  not	  have	  the	  same	  function	  as	  a	  tribal	  fetish	  –	  or	  rather,	  it	  
functions	  in	  a	  totally	  different	  kind	  of	  society,	  a	  society	  whose	  mental	  processes	  
aspire	  to	  logical	  consistency.	  	  By	  naming	  some	  of	  these	  constructions	  ‘idols’	  	  
Paolozzi	  gives	  further	  encouragement	  to	  an	  animistic	  interpretation	  of	  his	  work;	  
but	  what	  is	  consistent	  is	  the	  realized	  or	  incorporate	  contradiction:	  as	  if	  the	  
mechanical	  computer	  had	  finally	  achieved	  a	  soul,	  and	  with	  that	  apotheosis	  ceased	  
to	  function	  as	  a	  machine.95	  	  
	  
	  	  	  	  	  	   	  
Fig.33	  and	  Fig.34.	  	  Eduardo	  Paolozzi,	  exhibition	  installation	  view,	  Museum	  of	  Modern	  Art,	  New	  York,	  1964.	  	  
Paolozzi’s	  film	  History	  of	  Nothing	  (1962)	  was	  screened	  at	  MoMA	  during	  this	  exhibition.	  	  
	  
These	  examples	  indicate	  how	  interpretations	  of	  Paolozzi’s	  assemblage-­‐based	  
approach	  to	  material	  culture	  and	  the	  principles	  of	  primitivism	  became	  inter-­‐related	  in	  this	  
period.	  	  This	  continued	  into	  the	  1960s	  at	  the	  ICA.	  	  However,	  as	  the	  exhibitions	  exploring	  
primitivism	  shifted	  from	  historical	  works	  loaned	  from	  museums	  and	  private	  collections,	  to	  
work	  created	  by	  contemporary	  practitioners,	  the	  distinctions	  that	  were	  made	  between	  
primitive	  and	  modern,	  or	  Western	  and	  non-­‐Western	  societies	  became	  increasingly	  volatile.	  	  
The	  new	  relationships	  between	  contemporary	  art	  and	  ethnographic	  collections	  of	  
traditional	  art	  that	  were	  constructed	  in	  this	  context	  will	  be	  discussed	  in	  the	  following	  
chapter.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
95	  Eduardo	  Paolozzi	  Press	  Release,	  Museum	  of	  Modern	  Art,	  New	  York,	  1964	  (MoMA	  Online	  Exhibition	  Archive).	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CHAPTER	  3	  	  
Tradition	  and	  Modernity	  in	  the	  Contemporary	  Arts	  in	  the	  1960s	  
This	  chapter	  examines	  the	  changing	  status	  of	  ethnographic	  objects	  at	  the	  ICA	  in	  the	  1960s.	  	  
In	  particular,	  it	  introduces	  the	  connections	  that	  Herbert	  Read,	  William	  Fagg	  and	  Roland	  
Penrose	  made	  between	  ethnographic	  collections	  of	  traditional	  or	  tribal	  art	  and	  the	  
selection	  and	  presentation	  of	  work	  of	  by	  contemporary	  practitioners.	  	  This	  elaborated	  on	  
their	  confidence	  in	  an	  intuitive	  vision	  that	  connected	  works	  across	  time	  and	  space,	  initially	  
put	  forward	  in	  40,000	  Years	  of	  Modern	  Art	  (1948).	  	  The	  related	  exhibition	  projects	  that	  took	  
place	  into	  the	  1960s	  at	  the	  ICA	  sustained	  the	  presence	  of	  Fagg’s	  approach	  to	  ethnographic	  
objects	  in	  broader	  debates	  about	  the	  relationship	  between	  art	  and	  society	  in	  the	  
contemporary	  arts.	  	  Distinctions	  that	  were	  made	  between	  the	  traditional	  and	  the	  modern	  
in	  this	  context	  were	  entangled	  with	  assumptions	  about	  race	  and	  national	  identity.	  	  This	  laid	  
the	  foundations	  for	  criticisms	  that	  escalated	  in	  the	  1970s	  amongst	  artists	  and	  
anthropologists	  of	  the	  approaches	  taken	  to	  ‘tribal	  art’	  at	  the	  ICA	  and	  the	  British	  Museum.	  	  
To	  fully	  grasp	  these	  criticisms	  and	  their	  impact	  on	  the	  changing	  relevance	  of	  ethnographic	  
objects	  for	  artists	  it	  is	  necessary	  to	  understand	  the	  relationship	  between	  tribal	  art	  and	  
contemporary	  practices	  that	  the	  ICA	  promoted	  in	  the	  1960s.	   	   	   	  
	   To	  address	  this,	  I	  begin	  with	  an	  overview	  of	  the	  ICA’s	  approach	  to	  international	  
programming	  and	  the	  shifting	  significance	  of	  race	  and	  national	  identity	  for	  defining	  
contemporary	  artists’	  work	  in	  London’s	  expanding	  art	  world.	  	  This	  is	  used	  to	  contextualise	  
the	  ICA’s	  interest	  in	  contemporary	  art	  from	  Africa,	  evident	  in	  the	  exhibitions	  Two	  Painters	  
from	  Africa	  (1963),	  Popular	  Art	  of	  Africa	  (1965)	  and	  Contemporary	  Art	  from	  Africa	  (1967).1	  	  
Here,	  a	  new	  and	  specifically	  African	  definition	  of	  contemporary	  art	  brought	  together	  ideas	  
advocated	  by	  William	  Fagg	  and	  Herbert	  Read	  in	  40,000	  Years	  of	  Modern	  Art	  with	  those	  of	  a	  
new	  generation	  of	  practitioners	  working	  in	  Africa.	  	  The	  emphasis	  on	  an	  inevitable	  rather	  
than	  self-­‐directed	  connection	  with	  traditional	  art	  and	  national	  identity	  in	  these	  exhibitions	  
was	  crucial,	  as	  was	  a	  perceived	  need	  to	  isolate	  or	  preserve	  the	  artists’	  work	  from	  the	  
menace	  of	  industrial	  civilization.	  	  The	  latter	  formed	  a	  distinct	  contrast	  with	  Paolozzi’s	  
interests	  as	  an	  artist	  and	  yet	  his	  work	  was	  included	  in	  exhibitions	  celebrating	  African	  
culture	  in	  this	  period.	  	  This	  chapter	  opens	  up	  the	  new	  associations	  that	  these	  juxtapositions	  
carried	  for	  artists	  and	  anthropologists	  at	  the	  ICA	  in	  the	  1960s.	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  These	  exhibitions	  were	  followed	  in	  the	  1970s	  by	  Contemporary	  African	  Art:	  An	  Exhibition	  of	  Paintings,	  Etchings	  
and	  Sculptures	  from	  the	  Collection	  of	  Ella	  Winter	  (1970)	  and	  Shona	  Sculptors	  of	  Rhodesia	  (1972).	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National	  Identity	  and	  Tradition	  for	  an	  International	  Avant-­‐Garde	  	   	   	  
The	  importance	  of	  engaging	  with	  international	  artists,	  of	  having	  an	  international	  outlook,	  is	  
repeatedly	  stated	  in	  affirmations	  of	  the	  ICA’s	  purpose	  in	  the	  1950s	  and	  1960s.	  	  This	  
referred	  primarily	  to	  working	  with	  European	  artists	  and	  increasingly,	  to	  those	  working	  in	  
the	  United	  States.2	  	  However,	  the	  detail	  of	  the	  ICA	  programme	  of	  exhibitions,	  performances	  
and	  discussions	  in	  this	  period	  reveals	  an	  engagement	  with	  a	  far	  broader	  international	  
network	  of	  creative	  practitioners.3	  	  It	  also	  becomes	  clear	  that	  when	  the	  ‘international’	  
extended	  beyond	  Europe	  and	  North	  America	  at	  the	  ICA,	  contemporary	  art	  was	  almost	  
always	  defined	  as	  either	  breaking	  with	  or	  reinventing	  local	  or	  national	  traditions.	  	  This	  was	  
particularly	  so	  for	  artists	  with	  links	  to	  Africa	  or	  the	  Caribbean,	  whose	  work	  was	  interpreted	  
in	  relation	  to	  a	  primal	  aesthetic	  force	  that	  connected	  the	  practice	  of	  ‘traditional’	  and	  
‘modern’	  artists	  across	  time	  and	  place.4	  	  This	  connection	  was	  used	  explicitly	  in	  a	  series	  of	  
exhibitions	  at	  the	  ICA	  in	  the	  1960s	  to	  identify	  three	  main	  types	  of	  contemporary	  practice	  in	  
Africa	  –	  artists	  working	  with	  traditional	  methods,	  university	  trained	  artists	  who	  had	  
‘rediscovered’	  their	  traditional	  roots,	  and	  untrained	  artists	  who	  instinctively	  engaged	  with	  
the	  vital	  force	  of	  their	  cultural	  traditions.5	  	  The	  celebration	  of	  a	  specifically	  African	  mode	  of	  
expression	  in	  the	  ICA’s	  exhibitions	  was	  interwoven	  with	  the	  cultural	  politics	  of	  Pan-­‐
Africanism	  and	  attempts	  to	  redefine	  national	  identity	  in	  Africa’s	  newly	  independent	  
nations.6	  	  The	  emphasis	  in	  this	  chapter	  will	  be	  specifically	  on	  how	  these	  ideas	  informed	  
definitions	  of	  contemporary	  art	  for	  London’s	  art	  world	  in	  the	  1960s,	  where	  the	  segregation	  
of	  contemporary	  black	  artists’	  work	  was	  becoming	  increasingly	  pronounced.	  	  Penrose	  and	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2	  For	  example,	  Robert	  Melville	  sent	  a	  letter	  read	  at	  the	  first	  meeting	  of	  the	  ICA	  organising	  committee,	  
emphasising	  the	  importance	  of	  internationalism,	  which	  he	  defined	  as	  the	  work	  of	  European	  artists.	  	  ICA	  
Organising	  Committee	  Minutes,	  30th	  January	  1946	  (TGA955/1/1/1).	  	  The	  ICA’s	  support	  for	  exhibiting	  modern	  
European	  art	  in	  London	  was	  novel	  in	  the	  broader	  context	  of	  the	  arts	  establishment,	  evident	  for	  example	  in	  the	  
controversy	  surrounding	  the	  British	  Council’s	  presentation	  of	  work	  by	  Picasso	  and	  Matisse	  at	  the	  V&A	  in	  1945,	  
organised	  by	  Frank	  McEwen	  as	  part	  of	  a	  British	  Council	  programme	  to	  support	  cultural	  exchanges	  between	  
Britain	  and	  France.	  	  See	  ‘Scandal	  at	  the	  V&A’	  in	  Brandon	  Taylor,	  Art	  for	  the	  Nation	  (Manchester:	  Manchester	  
University	  Press,	  1999),	  176-­‐180.	  	  	  
3	  Many	  of	  the	  ICA’s	  international	  projects	  in	  this	  period	  were	  interwoven	  with	  the	  activities	  of	  organisations	  like	  
UNESCO,	  the	  British	  Council	  and	  the	  Commonwealth	  Institute.	  	  Read	  and	  Penrose	  worked	  closely	  with	  these	  
organisations,	  sharing	  their	  aspirations	  for	  cultural	  and	  political	  unity,	  based	  on	  the	  contribution	  of	  independent	  
nations.	  	  In	  general,	  the	  geographical	  scope	  of	  work	  represented	  at	  the	  ICA	  reflected	  historical	  connections	  
associated	  with	  Britain’s	  colonial	  past,	  with	  a	  focus	  on	  work	  from	  Africa,	  the	  Caribbean	  and	  South	  Asia,	  although	  
new	  initiatives	  such	  as	  the	  Sao	  Paulo	  Biennale	  (from	  1951)	  played	  an	  important	  role	  in	  stimulating	  international	  
exhibition	  projects.	  
4	  For	  recent	  overviews	  of	  the	  challenges	  facing	  artists	  working	  in	  this	  context	  in	  Britain	  see	  Chambers	  (2014)	  
and	  Wainwright	  (2011).	  
5	  These	  groupings	  are	  outlined	  in	  Ulli	  Beier’s	  introduction	  to	  Contemporary	  Art	  from	  Africa,	  exhibition	  catalogue	  
(London:	  ICA,	  1965),	  unpaginated.	  	  	  
6	  Artists	  in	  Africa	  and	  beyond	  played	  a	  crucial	  role	  in	  this	  movement.	  	  For	  example,	  see	  Okwui	  Enwezor,	  ed.,	  The	  
Short	  Century:	  Independence	  and	  Liberation	  Movements	  in	  Africa,	  1945-­‐1994	  (Munich	  and	  London:	  Prestel,	  
2001);	  Elizabeth	  Harney,	  In	  Senghor’s	  Shadow:	  Art,	  Politics	  and	  the	  Avant-­‐Garde	  in	  Senegal,	  1960-­‐95	  (Durham	  
and	  London:	  Duke	  University	  Press,	  2004).	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Fagg’s	  shared	  interest	  in	  African	  art	  was	  influential	  in	  this	  context	  and	  sustained	  a	  
connection	  between	  the	  ICA	  and	  the	  British	  Museum’s	  ethnography	  department.7	  
	   Herbert	  Read	  had	  actively	  promoted	  the	  significance	  of	  nationality	  in	  defining	  an	  
artist’s	  practice	  in	  the	  1950s,	  amidst	  a	  broader	  surge	  of	  post-­‐war	  nationalism.	  	  Within	  the	  
concept	  of	  an	  international	  language	  of	  art,	  regional	  differences	  were	  considered	  by	  Read	  
to	  be	  instinctively	  expressed	  in	  the	  work.8	  	  The	  conclusion	  to	  his	  Contemporary	  British	  Art,	  
published	  in	  1951,	  indicates	  something	  of	  the	  thinking	  behind	  this:	  	  
The	  cultural	  unity	  we	  all	  desire	  as	  the	  basis	  of	  political	  unity	  will	  be	  artificial	  and	  
insecure	  unless	  it	  is	  a	  focus	  of	  the	  diversity	  and	  multiplicity	  of	  local	  and	  individual	  
forces.	  	  Unity	  is	  not	  the	  spiritual	  counterpart	  of	  uniformity,	  and	  each	  country	  will	  
contribute	  most	  to	  the	  unity	  we	  all	  desire	  by	  exploiting	  its	  own	  idiosyncrasies,	  and	  
by	  remaining	  true	  to	  the	  traditions	  which	  have	  become	  part	  of	  its	  character	  and	  
destiny	  [...]	  	  The	  history	  of	  art	  shows	  that	  art	  of	  any	  particular	  region	  always	  tends	  
to	  revert	  to	  a	  regional	  norm	  –	  to	  a	  mode	  of	  sensibility	  and	  style	  of	  expression	  
determined,	  we	  must	  assume,	  by	  ethnic	  and	  geographical	  factors.	  [...]	  Art	  cannot	  
be	  confined	  within	  frontiers	  –	  it	  lives	  only	  if	  continually	  subjected	  to	  foreign	  
invasions,	  to	  migrations	  and	  transplantations.	  	  But	  if	  art’s	  vitality	  comes	  from	  the	  
cross-­‐breeding	  of	  styles,	  its	  strength	  comes	  from	  stability,	  from	  roots	  that	  grow	  
deep	  into	  a	  native	  soil.9	  
The	  influence	  of	  Read’s	  approach	  and	  its	  entanglement	  with	  notions	  of	  primitivism	  
are	  evident	  in	  the	  interpretation	  of	  international	  artists’	  work	  from	  the	  earliest	  ICA	  
exhibitions.	  	  For	  example,	  in	  1948	  Wifredo	  Lam	  was	  singled	  out	  in	  the	  exhibition	  catalogue	  
for	  40,000	  Years	  of	  Modern	  Art	  as	  being	  representative	  of	  ‘an	  artist	  of	  primitive	  stock	  re-­‐
exploring	  his	  own	  tradition	  with	  a	  more	  sophisticated	  eye’	  under	  the	  influence	  of	  Picasso.10	  	  
The	  catalogue	  continues:	  ‘Painting	  in	  the	  West	  Indies,	  Lam	  thrives	  in	  an	  environment	  
closely	  analogous	  to	  that	  of	  the	  primitive	  African,	  and	  the	  result	  is	  an	  art	  which	  combines	  in	  
a	  single	  style	  the	  traditions	  of	  two	  wholly	  different	  worlds’.11	  	  While	  Lam	  actively	  explored	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7	  Fagg’s	  impact	  on	  the	  study	  of	  African	  art	  was	  discussed	  by	  art	  historians	  and	  anthropologists	  in	  the	  conference	  
‘William	  Fagg	  and	  the	  Study	  of	  African	  Art’	  at	  the	  Courtauld	  Institute	  in	  April	  2014,	  for	  which	  I	  presented	  a	  
paper	  titled	  ‘Not	  always	  talking	  the	  same	  language:	  William	  Fagg	  and	  the	  ICA	  in	  Postwar	  London’.	  	  	  	  
8	  For	  a	  full	  discussion	  of	  Read’s	  promotion	  of	  Englishness	  within	  an	  international	  approach	  to	  art,	  see	  Mark	  A	  
Cheetham,	  Artwriting,	  Nation,	  and	  Cosmopolitanism	  in	  Britain	  (Farnham:	  Ashgate;	  2012),	  92-­‐112.	  	  See	  also	  Ben	  
Highmore,	  ‘Itinerant	  Surrealism:	  British	  Surrealism	  on	  either	  side	  of	  the	  Second	  World	  War’	  in	  A	  Companion	  to	  
British	  Art:	  1600	  to	  the	  Present,	  ed.	  Dana	  Arnold	  and	  David	  Peters	  Corbett	  (Oxford:	  Blackwell,	  2013),	  242.	  
9	  Herbert	  Read,	  Contemporary	  British	  Art	  (London:	  Penguin,	  1951),	  38-­‐9.	  
10	  Archer	  and	  Melville	  (1948),	  46.	  
11	  Ibid.	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notions	  of	  primitivism	  in	  his	  work	  through	  the	  lens	  of	  surrealism,	  the	  commentary	  is	  loaded	  
with	  assumptions	  that	  locate	  modernity	  in	  Europe	  and	  a	  generic	  notion	  of	  separate	  
‘primitive’	  traditions,	  infused	  with	  magic	  and	  poetry,	  in	  Africa	  and	  the	  Caribbean.	  	  This	  
failed	  to	  address	  the	  complexity	  and	  agency	  of	  Lam’s	  actual	  experiences	  and	  ideas.	  	  	  
	   Similarly,	  William	  Archer’s	  enthusiastic	  introduction	  to	  the	  exhibition	  of	  work	  by	  
George	  Keyt	  at	  the	  ICA	  in	  1954,	  India’s	  ‘most	  significant	  modern	  artist’,	  uses	  this	  fixed	  
narrative	  of	  national	  identity	  to	  distinguish	  the	  critical	  mechanisms	  of	  modernism	  as	  
‘French	  idioms’,	  while	  Keyt	  was	  characterised	  as	  instinctively	  engaging	  with	  Indian	  
traditions.	  	  Here,	  Archer	  discusses	  the	  influence	  of	  Picasso	  and	  Léger	  on	  Keyt’s	  practice:	  	  
The	  release	  from	  naturalism	  which	  followed	  also	  released	  in	  him	  certain	  strongly	  
Indian	  qualities	  and	  from	  this	  there	  developed	  an	  art	  which,	  if	  modern	  in	  
appearance	  is	  even	  more	  Indian	  in	  its	  basic	  character	  […].	  It	  would	  seem	  then	  that	  
in	  adopting	  these	  French	  idioms,	  Keyt	  was	  instinctively	  reverting	  to	  previous	  forms	  
of	  Indian	  expression	  and	  it	  is	  this	  that	  gives	  his	  paintings	  their	  strongly	  modern	  
Indian	  character.12	  
Archer’s	  debt	  to	  Read	  is	  more	  explicit	  in	  his	  later	  account	  of	  an	  exhibition	  by	  Avinash	  
Chandra	  at	  the	  Hamilton	  Galleries	  in	  1965,	  where	  he	  describes	  modern	  art	  as	  receiving	  
‘injections’	  of	  influence	  from	  other	  countries.13	  	  This	  mirrors	  Read’s	  summary	  in	  
Contemporary	  British	  Art,	  where	  he	  describes	  the	  influence	  of	  Indian,	  French	  or	  African	  art	  
on	  English	  art	  as	  being	  ‘like	  injections	  of	  a	  drug:	  they	  act	  as	  a	  temporary	  stimulus	  and	  
restore	  the	  body	  to	  health’.14	   	   	  
	   	   	   	   	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12	  WG	  Archer,	  ‘Introduction’,	  George	  Keyt:	  Paintings	  and	  Drawings	  from	  Ceylon,	  exhibition	  catalogue	  (London:	  
ICA,	  1954),	  unpaginated.	  
13	  WG	  Archer,	  ‘Introduction’,	  Avinash	  Chandra,	  exhibition	  catalogue	  (London:	  Hamilton	  Galleries,	  1965),	  
reproduced	  in	  Chambers	  (2014),	  32.	  
14	  Read	  (1951),	  39.	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  Fig.35.	  Matta,	  exhibition	  installation	  view,	  ICA,	  London,	  1951.	  
	  
Of	  course	  not	  every	  international	  artist’s	  work	  was	  interpreted	  on	  these	  terms	  at	  
the	  ICA.	  	  A	  deliberate	  attempt	  to	  break	  away	  from	  the	  idea	  that	  artists’	  work	  could	  be	  
predetermined	  by	  inherent	  qualities	  such	  as	  race	  or	  national	  identity	  was	  made	  by	  
Lawrence	  Alloway.	  	  His	  review	  of	  Roberto	  Matta’s	  ICA	  exhibition	  in	  1951	  has	  been	  
recognised	  as	  a	  turning	  point	  in	  Alloway’s	  career	  as	  a	  critic,	  marking	  out	  his	  determination	  
to	  situate	  artists’	  work	  in	  relation	  to	  the	  complexities	  of	  contemporary	  life,	  as	  opposed	  to	  
what	  he	  would	  term	  a	  few	  years	  later	  as	  Read’s	  ‘obstinate	  absolutes’.15	  	  Although	  Alloway	  
did	  not	  grapple	  overtly	  with	  the	  limiting	  terms	  of	  race	  and	  national	  identity,	  his	  critical	  style	  
was	  to	  focus	  on	  the	  reality	  of	  artists’	  concerns	  and	  experiences	  and	  to	  locate	  these	  as	  part	  
of	  a	  broader	  intellectual	  environment.	  His	  review	  of	  Matta’s	  exhibition	  engaged	  directly	  
with	  parallels	  between	  the	  artist’s	  work	  and	  contemporary	  physics	  that	  were	  outlined	  in	  
the	  catalogue	  and,	  unlike	  other	  reviews,	  made	  no	  reference	  to	  Matta’s	  Chilean	  origins.16	  	  	  
Alloway	  was	  one	  of	  a	  new	  generation	  of	  artists	  and	  critical	  thinkers	  who	  were	  drawn	  to	  the	  
ICA	  in	  the	  early	  1950s	  as	  an	  alternative	  to	  the	  patriarchal	  conservatism	  that	  dominated	  the	  
arts	  establishment	  in	  London.17	  This	  stimulated	  a	  wave	  of	  new	  artist-­‐led	  venues	  and	  groups	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
15	  Whiteley	  (2012),	  22	  for	  the	  significance	  of	  Alloway’s	  1951	  review	  of	  the	  Matta	  exhibition;	  Whiteley	  (2012),	  43	  
for	  Alloway’s	  frustration	  with	  Read’s	  ‘obstinate	  absolutes’	  in	  1954.	  	  	  
16	  Lawrence	  Alloway,	  ‘Matta’,	  Art	  News	  and	  Review	  (27th	  January	  1951).	  	  In	  contrast,	  the	  review	  in	  The	  Times	  
titled	  ‘A	  Chilean	  Artist’,	  dismisses	  the	  catalogue	  as	  incomprehensible,	  exasperating	  for	  anyone	  who	  ‘believes	  
painting	  is	  a	  serious	  art’.	  Anon.,	  ‘A	  Chilean	  Artist’,	  The	  Times	  (30th	  January	  1951).	  
17	  Whitely	  (2012),	  12.	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in	  London	  committed	  to	  exploring	  the	  self-­‐determined	  ideas	  and	  experiences	  of	  
contemporary	  creative	  practitioners.	  	  Conventional	  definitions	  of	  art	  and	  the	  artist	  were	  
challenged	  and	  expanded	  to	  allow	  for	  a	  more	  interdisciplinary	  and	  cosmopolitan	  
interpretation	  of	  contemporary	  artistic	  practice.	  	  Artists	  were	  recognised	  as	  making	  active	  
and	  individual	  choices	  about	  the	  direction	  of	  their	  work	  in	  the	  contemporary	  moment,	  
rather	  than	  being	  driven	  by	  predetermined	  forces	  such	  as	  national	  identity	  and	  tradition.	  	  
Examples	  of	  this	  include	  Denis	  Bowen’s	  initiatives	  with	  the	  New	  Vision	  Group	  (from	  1951),	  
the	  New	  Vision	  Centre	  Gallery	  (1956-­‐1966),	  and	  his	  work	  on	  the	  exhibitions	  Transferences:	  
Recent	  Paintings	  by	  Commonwealth	  Artists	  Working	  in	  Europe	  (Zwemmer’s	  Gallery,	  1958)	  
and	  the	  first	  Commonwealth	  Biennale	  of	  Abstract	  Art	  (Commonwealth	  Institute,	  1963).18	  	  
The	  shift	  towards	  taking	  international	  artists’	  work	  as	  a	  starting	  point	  in	  these	  projects,	  as	  
opposed	  to	  their	  race	  or	  nationality	  was	  recognised	  at	  the	  time.19	  	  	  For	  example,	  Charles	  
Spencer’s	  introduction	  to	  the	  Commonwealth	  Biennale	  catalogue	  includes	  the	  following	  
reflection:	  
On	  one	  level	  it	  establishes	  that	  artists	  from	  10	  different	  countries,	  from	  widely	  
different	  cultural	  backgrounds,	  and,	  needless	  to	  say,	  of	  different	  religious	  and	  racial	  
origins,	  share	  a	  common	  technical	  and	  aesthetic	  language.	  	  Whatever	  has	  provoked	  
them	  to	  express	  themselves	  in	  visual	  terms,	  and	  whatever	  philosophical	  or	  spiritual	  
comment	  they	  wish	  to	  make,	  they	  have	  chosen	  the	  rather	  more	  difficult	  and	  
complex	  method	  of	  non-­‐figuration.20	  	  	  	  	  	  
	   Other	  new,	  experimental	  gallery	  spaces	  in	  London	  embracing	  the	  possibilities	  of	  a	  
more	  cosmopolitan	  approach	  to	  artistic	  practice	  included	  Gallery	  One	  (1953-­‐63),	  Signals	  
(1964-­‐6)	  and	  Indica	  (1965-­‐7).	  	  This	  band	  of	  non-­‐profit	  artist-­‐centred	  spaces	  operated	  
alongside	  the	  ICA,	  with	  a	  focus	  on	  being	  ‘cosmopolitan,	  experimental	  and	  
interdisciplinary’.21	  	  With	  an	  increased	  emphasis	  on	  conceptual	  practice	  and	  collaboration,	  
an	  active	  dynamic	  between	  the	  artist	  and	  the	  viewer	  was	  central	  in	  these	  new	  galleries,	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
18	  For	  a	  detailed	  account	  see	  Margaret	  Garlake,	  New	  Vision	  56-­‐66,	  exhibition	  catalogue	  (Jarrow:	  Bede	  Gallery,	  
1984).	  Exhibitions	  of	  Commonwealth	  artists	  at	  the	  ICA	  were	  sporadic,	  notable	  examples	  include	  an	  exhibition	  in	  
the	  ICA	  library	  by	  Ashu	  Roy	  in	  August	  1963.	  	  Roy’s	  work	  was	  included	  in	  the	  first	  Commonwealth	  Biennale	  of	  
Abstract	  Art	  the	  following	  month.	  
19	  See	  reviews	  of	  the	  exhibition	  in	  The	  Times	  and	  the	  Guardian,	  reproduced	  in	  Simon	  Pierse,	  Australian	  Art	  and	  
Artists	  in	  London	  1950-­‐65:	  An	  Antipodean	  Summer	  (Farnham:	  Ashgate,	  2012),	  178.	  	  
201st	  Commonwealth	  Biennial	  of	  Abstract	  Art,	  exhibition	  catalogue	  (London:	  Commonwealth	  Institute,	  1962),	  
the	  introductory	  text	  is	  reproduced	  in	  Chambers	  (2014),	  19.	  
21	  Guy	  Brett,	  Exploding	  Galaxies	  (London:	  Kala	  Press,	  1995),	  50.	  	  Gallery	  One,	  established	  by	  Victor	  Musgrave	  in	  
1953	  actively	  promoted	  the	  work	  of	  international	  artists,	  particularly	  from	  South	  Asia.	  	  Other	  galleries	  opening	  
in	  this	  period	  with	  a	  ‘global	  outlook’	  include	  the	  Grabowski	  Gallery,	  London,	  active	  1959-­‐75.	  See	  Chambers	  
(2014),	  15.	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marking	  a	  move	  away	  from	  conventional	  displays	  of	  paintings	  and	  sculptures	  as	  
autonomous	  objects.22	  Indica,	  for	  example,	  only	  displayed	  conceptual	  works.23	  	  Rejecting	  
the	  idea	  of	  fixed	  terms	  for	  making	  or	  experiencing	  artworks,	  this	  form	  of	  creative	  practice	  
was	  seen	  to	  be	  open	  to	  all	  and	  therefore	  truly	  international.	  	  At	  the	  same	  time,	  
opportunities	  for	  actual	  international	  exchanges	  were	  increasingly	  possible,	  with	  the	  gallery	  
organisers	  travelling	  more	  widely,	  as	  well	  as	  hosting	  artists	  from	  other	  countries.24	  
	   	  	  	  	  
	  	  	  	  	  	  	  	  
Fig.36.	  Gustav	  Metzger	  outside	  Gallery	  One	  in	  1962,	  photograph	  taken	  by	  Ida	  Kar.	  	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
22For	  a	  more	  detailed	  summary	  of	  each	  of	  these	  galleries,	  see	  ‘‘You	  Saw	  it	  Here	  First’,	  Gallery	  One,	  New	  Vision	  
Centre,	  Signals	  and	  Indica	  at	  Tate	  Britain’	  by	  Carmen	  Juliá,	  2012,	  http://www.tate.org.uk/context-­‐
comment/articles/you-­‐saw-­‐it-­‐here-­‐first,	  accessed	  August	  2015.	  
23	  John	  Dunbar	  reflecting	  on	  Indica	  in	  Tate	  Magazine	  (Summer	  2004).	  Reproduced	  	  
http://www.thecentreofattention.org/dgindica.html,	  accessed	  August	  2015.	  
24	  For	  example,	  Guy	  Brett	  travelled	  to	  Brazil	  for	  the	  first	  time	  in	  1965	  to	  review	  the	  Sao	  Paulo	  Biennale,	  meeting	  
with	  artists	  including	  Mira	  Schendel,	  who	  exhibited	  at	  Signals	  in	  1966.	  	  Reflecting	  on	  this	  trip	  in	  2014	  Brett	  notes	  
that	  they	  were	  excited	  about	  artists’	  work	  as	  individuals,	  rather	  than	  being	  focused	  on	  the	  national	  context.	  	  
See	  Brett’s	  presentation	  for	  a	  Mira	  Schendel	  conference	  at	  Tate	  in	  2014,	  http://www.tate.org.uk/context-­‐
comment/video/mira-­‐schendel-­‐conference-­‐day-­‐2,	  accessed	  August	  2015.	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Fig.	  37.	  	  Mira	  Schendel	  at	  Signals,	  1966,	  photograph	  taken	  by	  Clay	  Perry.	  
	  
There	  was	  a	  steady	  dialogue	  between	  the	  ICA	  and	  the	  artists	  involved	  with	  these	  
experimental	  venues,	  who	  continued	  to	  propose	  exhibitions	  to	  the	  ICA	  and	  to	  turn	  to	  
Roland	  Penrose	  for	  support	  for	  new	  ventures	  throughout	  the	  1960s.25	  However,	  in	  terms	  of	  
an	  expanded	  international	  or	  cosmopolitan	  approach,	  Read’s	  ideas	  about	  the	  inevitable	  
relevance	  of	  regional	  traditions	  continued	  to	  hold	  a	  strong	  influence	  on	  the	  selection	  and	  
presentation	  of	  work	  from	  beyond	  Europe	  and	  the	  United	  States	  at	  the	  ICA.	  	  Within	  this,	  
significant	  attention	  was	  given	  to	  exhibitions	  that	  related	  to	  traditional	  or	  indigenous	  
artistic	  practices.	  	  These	  projects	  built	  on	  the	  ideas	  and	  relationships	  that	  had	  been	  
established	  through	  the	  ICA’s	  ethnographic	  exhibitions	  in	  the	  1950s,	  however,	  the	  focus	  
shifted	  in	  the	  1960s	  to	  working	  directly	  with	  contemporary	  practitioners.	  
	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25	  In	  1964	  the	  ICA	  exhibitions	  committee	  accepted	  experimental	  exhibition	  proposals	  from	  Denis	  Bowen	  and	  
from	  David	  Medalla	  and	  Marcello	  Salvadori,	  who	  went	  on	  to	  run	  Signals	  with	  Paul	  Keeler.	  	  Exhibitions	  Sub-­‐
committee	  Minutes	  and	  Correspondence,	  1960-­‐66	  (TGA955/1/12/6).	  	  Penrose	  agreed	  to	  be	  a	  patron	  for	  Signals	  
in	  1964.	  In	  1966,	  Salvadori,	  having	  abandoned	  Signals,	  wrote	  to	  Penrose	  outlining	  his	  new	  project	  in	  Chalk	  Farm	  
Road,	  the	  Centre	  for	  the	  Advanced	  Study	  of	  Science	  in	  Art:	  ‘We	  do	  not	  have	  exhibitions	  of	  any	  sort,	  but	  it	  is	  only	  
a	  workshop	  of	  ideas,	  work	  and	  collaboration	  with	  industry	  and	  universities’.	  	  Letter	  to	  Roland	  Penrose	  from	  
Marcello	  Salvadori,	  9th	  April	  1966	  (TGA/2/2/11,	  Folder	  2).	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‘African	  Artists’	  at	  the	  ICA	  	  
Penrose’s	  enthusiasm	  for	  contemporary	  African	  art	  had	  been	  bolstered	  by	  his	  visit	  to	  the	  
First	  International	  Congress	  of	  African	  Art	  and	  Culture,	  organised	  by	  Frank	  McEwen	  at	  the	  
Rhodes	  National	  Gallery	  in	  Salisbury,	  Rhodesia	  in	  August	  1962.26	  	  	  Here,	  a	  large	  display	  of	  
‘Traditional	  African	  Art’,	  lent	  mainly	  from	  museum	  collections,	  was	  accompanied	  by	  a	  
display	  of	  contemporary	  ‘Non-­‐Traditional	  Art’	  which	  was	  seen	  to	  share	  the	  vital	  force	  of	  
creativity	  associated	  with	  traditional	  or	  tribal	  African	  art.	  	  A	  third	  smaller	  section	  displayed	  
works	  by	  European	  artists	  associated	  with	  the	  modern	  movement,	  mainly	  as	  photographic	  
reproductions,	  to	  demonstrate	  ‘African	  Influences	  Upon	  Western	  Schools’,	  which	  again	  
drew	  on	  a	  shared	  connection	  with	  a	  vital	  force.	  Original	  works	  displayed	  in	  this	  section	  
included	  a	  bronze	  sculpture	  by	  Eduardo	  Paolozzi,	  catalogued	  as	  Robot	  (no	  date	  given).27	  	  	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   	  
Fig.38.	  Eduardo	  Paolozzi,	  Robot,	  1956,	  bronze,	  h.48cm,	  private	  collection.	  	  The	  identity	  of	  the	  Paolozzi	  
work	  exhibited	  in	  Salisbury	  in	  1962	  is	  unclear	  from	  the	  archival	  records.	  	  It	  is	  listed	  in	  the	  exhibition	  
catalogue	  as	  Robot,	  British	  Council	  Collection,	  but	  the	  Council’s	  records	  demonstrate	  that	  it	  could	  not	  
have	  been	  any	  of	  the	  Paolozzi	  works	  from	  their	  collection.	  	  It	  may	  have	  been	  this	  1956	  bronze	  which	  
was	  privately	  owned.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
26	  Penrose	  had	  a	  longstanding	  friendship	  with	  Frank	  McEwen,	  who	  had	  worked	  in	  Paris	  as	  the	  Fine	  Arts	  Officer	  
for	  the	  British	  Council	  from	  1945-­‐54,	  a	  role	  Penrose	  consequently	  took	  on.	  	  McEwen	  moved	  to	  Salisbury	  in	  the	  
mid-­‐1950s	  to	  establish	  the	  Rhodes	  National	  Gallery,	  which	  opened	  in	  1957.	  	  The	  International	  Congress	  
exhibitions	  were	  open	  from	  1st	  August	  –	  30th	  September	  1962.	  
27	  Other	  original	  works	  in	  this	  section	  included	  two	  sculptures	  by	  Lyn	  Chadwick,	  a	  study	  for	  a	  large	  sculpture	  by	  
Etienne	  Martin	  and	  the	  painting	  African	  Dancing	  Girl	  by	  Picasso,	  which	  had	  been	  lent	  by	  Penrose.	  	  These	  works	  
were	  displayed	  alongside	  50	  photographs	  of	  works	  by	  Brancusi,	  Braque,	  Dubuffet,	  Ernst,	  Gabo,	  Gaudier-­‐
Brzeska,	  Modigliani,	  Picasso,	  Paolozzi,	  Julio	  Gonzales,	  David	  Hare,	  Henri	  Laurens,	  Jacques	  Lipchitz,	  Etienne	  
Martin,	  Antoine	  Pevsner,	  and	  Germaine	  Richier.	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Fig.39	  Delegates	  for	  the	  First	  International	  Congress	  of	  African	  Culture,	  National	  Gallery,	  Salisbury,	  
Rhodesia	  (Zimbabwe),	  1962.	  	  Guests	  pictured	  include	  Roland	  Penrose,	  William	  Fagg,	  Alfred	  Barr	  and	  
Tristan	  Tzara.	  
	  
	   Many	  of	  the	  contemporary	  works	  in	  the	  display	  of	  ‘Non-­‐Traditional	  Art’	  had	  been	  
drawn	  from	  the	  Workshop	  School	  that	  McEwen	  had	  established	  as	  part	  of	  the	  new	  Rhodes	  
National	  Gallery	  in	  1957	  to	  encourage	  self-­‐expression	  and	  creativity	  amongst	  local	  
residents,	  with	  a	  strong	  preference	  for	  untrained	  practitioners.	  	  The	  paintings	  and	  
sculptures	  produced	  in	  association	  with	  the	  School	  were	  seen	  by	  McEwen	  to	  ‘mysteriously’	  
embody	  an	  instinctive	  engagement	  with	  ‘some	  ancient	  tradition	  emanating	  from	  a	  local	  
source’.	  28	  	  He	  continues:	  
It	  is	  not	  with	  the	  cumbersome	  baggage	  of	  art	  history,	  or	  of	  art	  school	  training,	  that	  
one	  may	  recognize	  and	  classify	  a	  new	  art	  belonging	  to	  nowhere	  in	  the	  annals	  of	  
acquired	  knowledge,	  but	  issuing	  as	  it	  does,	  indubitably,	  from	  the	  obscure	  bowels	  of	  
mother	  Africa.29	  
For	  McEwen,	  the	  informal	  workshop	  environment	  had	  enabled	  the	  artists	  to	  engage	  
directly	  with	  the	  latent	  force	  of	  an	  inherent	  African	  creative	  spirit	  that	  was	  seen	  to	  have	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
28	  Frank	  McEwen,	  ‘The	  Workshop	  School’,	  Contemporary	  African	  Art,	  exhibition	  catalogue	  (London:	  Camden	  Art	  
Centre,	  1969),	  16.	  
29	  Ibid.	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generated	  the	  masterpieces	  of	  traditional	  art.	  	  McEwen’s	  romantic	  definition	  of	  African	  
culture	  was	  central	  to	  the	  Congress,	  where	  he	  described	  Africa	  as	  ‘an	  ancient	  genius’	  -­‐	  ‘that	  
welcome	  other	  extreme	  to	  our	  unrelaxed	  inquietude	  and	  the	  robot	  ‘welfare’	  state.	  	  She	  
exists	  for	  rhythm	  and	  imagination,	  expression,	  ecstasy	  and	  trance.	  	  She	  exists	  for	  the	  
knowledge,	  that	  de-­‐humanising	  education	  has	  effaced	  in	  us	  and	  which	  mechanisation	  may	  
temporarily	  obscure	  in	  Africa’.	  30	  He	  continues,	  describing	  ‘Rock	  and	  roll,	  sputniks,	  portable	  
radios,	  jet	  travel	  to	  nowhere’	  and	  ‘the	  abusive	  use	  of	  movies	  and	  television’	  as	  ‘soul-­‐
destroying	  intrusions’	  for	  modern	  Africans.31	  	  	   	   	   	   	   	  
	   McEwen’s	  interpretation	  of	  contemporary	  African	  art	  as	  directly	  engaged	  with	  a	  
primal	  force	  of	  expression	  resonated	  with	  Penrose	  and	  Read’s	  interests	  in	  an	  affinity	  
between	  modern	  and	  ‘primitive’	  art.	  	  Equally,	  it	  appealed	  to	  Fagg,	  who	  had	  attended	  the	  
fortnight	  of	  opening	  events	  for	  the	  Congress	  in	  Salisbury	  with	  Penrose.32	  	  Although	  usually	  
critical	  of	  contemporary	  practice,	  Fagg	  was	  enthusiastic	  about	  McEwen’s	  workshop	  school,	  
describing	  it	  a	  few	  years	  later	  as	  ‘without	  doubt	  the	  most	  vigorous,	  successful	  and	  truly	  
African	  centre	  of	  contemporary	  art	  in	  all	  Africa’.33	  Fagg,	  like	  Penrose	  and	  McEwen,	  regarded	  
the	  contemporary	  works	  exhibited	  at	  the	  Congress	  as	  having	  retained	  the	  vital	  force	  of	  
traditional	  African	  art.	  	  Building	  on	  this,	  Penrose	  coordinated	  a	  series	  of	  events	  and	  
exhibitions	  at	  the	  ICA	  focusing	  on	  Africa.	  	  Here,	  an	  affinity	  between	  modern	  European	  and	  
‘tribal’	  art	  continued	  to	  be	  celebrated,	  while	  the	  recognition	  of	  an	  inherent	  vital	  force	  in	  
ethnographic	  collections	  of	  traditional	  art	  was	  deliberately	  extended	  to	  the	  work	  of	  
contemporary	  African	  practitioners.	  	   	   	   	   	   	   	  
	   In	  October	  1962	  the	  ICA	  held	  a	  debate	  titled	  ‘Africa:	  Paradox	  of	  Primitive	  
Influences,’	  with	  Penrose	  and	  Fagg	  speaking	  about	  the	  International	  Congress	  in	  a	  
discussion	  with	  Herbert	  Read,	  the	  painter	  and	  African	  arts	  correspondent	  Dennis	  Duerden,	  
and	  the	  anthropologist	  Joan	  Wescott.	  	  Penrose’s	  notes	  for	  this	  discussion	  suggest	  that	  it	  
revisited	  questions	  about	  why	  European	  artists	  were	  drawn	  to	  ‘primitive’	  art	  in	  the	  early	  
twentieth	  century	  and	  whether	  they	  shared	  a	  ‘fundamental	  emotional	  and	  spiritual	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
30	  Frank	  McEwen,	  ‘Influence	  of	  Africa’,	  Exhibitions	  on	  the	  Occasion	  of	  the	  First	  International	  Congress	  of	  African	  
Culture,	  exhibition	  catalogue	  (Salisbury,	  Rhodesia:	  National	  Gallery	  Salisbury,	  1962),	  unpaginated.	  
31	  Ibid.	  
32	  Fagg	  and	  Penrose	  co-­‐authored	  a	  letter	  to	  The	  Rhodesia	  Herald	  during	  their	  stay,	  enthusiastically	  promoting	  
McEwen’s	  exhibitions	  which	  had	  been	  largely	  ignored	  by	  the	  local	  press.	  Roland	  Penrose	  and	  William	  Fagg,	  
‘British	  art	  experts	  praise	  S.R	  for	  staging	  African	  art	  exhibition’,	  The	  Rhodesia	  Herald,	  16th	  August	  1962	  (National	  
Galleries	  of	  Scotland	  Archive,	  GMA	  A35/1/1/RPA1/5).	  
33	  William	  Fagg,	  ‘The	  Negro	  Arts:	  Preparing	  for	  the	  Dakar	  Festival’,	  Journal	  of	  the	  Royal	  Society	  of	  Arts	  114	  (April	  
1966),	  422.	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relationship’	  with	  primitive	  artists.34	  	  To	  emphasise	  this	  notion	  of	  affinity,	  Penrose	  
juxtaposes	  quotes	  from	  the	  American	  anthropologist	  Ralph	  Linton	  (1893-­‐1953)	  ‘The	  
primitive	  artist	  tries	  to	  represent	  his	  subject	  as	  he	  and	  his	  society	  think	  of	  it,	  not	  as	  they	  see	  
it,’	  with	  Picasso	  ‘I	  paint	  not	  what	  I	  see,	  I	  paint	  what	  I	  know’.35	  	  He	  goes	  on	  to	  define	  the	  
‘paradox’	  of	  primitive	  influences	  as	  follows:	  
	  
Paradox	  –	  that	  20th	  century	  artists	  in	  search	  of	  liberation	  should	  turn	  to	  tribal	  art	  
which	  for	  centuries	  had	  conformed	  to	  rigid	  traditions.	  	  Suggestion	  –	  Does	  this	  
discovery	  correspond	  to	  that	  fruitful	  and	  widespread	  innovation	  in	  20th	  century	  art	  
–	  a	  delight	  in	  ambiguity	  and	  metamorphosis.36	  
	  
Here,	  Penrose	  had	  developed	  the	  ideas	  discussed	  in	  40,000	  Years	  to	  integrate	  Fagg’s	  
attention	  to	  the	  ‘rigid	  traditions’	  informing	  tribal	  art.	  	  This	  is	  used	  to	  present	  the	  affinity	  
between	  ‘tribal’	  and	  modern	  artists	  as	  embodying	  a	  ‘paradox’,	  given	  modern	  art’s	  concerns	  
with	  ambiguity	  and	  metamorphosis.	  	  This	  demonstrates	  that	  Penrose’s	  interpretation	  of	  
primitivism	  extended	  beyond	  the	  formal	  affinities	  explored	  by	  early	  modernist	  artists.	  	  It	  
incorporated	  a	  broad	  range	  of	  modernist	  artistic	  practices,	  including	  Paolozzi’s	  assemblage-­‐
based	  work.	  	  	   	   	   	   	   	   	   	   	   	  
	   In	  contrast	  to	  Penrose’s	  perceived	  paradoxical	  affinity	  between	  tribal	  and	  modern	  
art,	  the	  work	  of	  contemporary	  African	  artists	  was	  seen	  to	  have	  an	  inevitable	  and	  direct	  
connection	  with	  the	  vital	  force	  of	  tribal	  art.	  	  This	  was	  put	  forward	  as	  the	  central	  premise	  of	  
the	  three	  exhibitions	  of	  contemporary	  African	  art	  that	  took	  place	  at	  the	  ICA	  in	  the	  1960s.	  	  
All	  of	  the	  work	  selected	  for	  these	  ICA	  exhibitions	  had	  connections	  with	  the	  Mbari	  Centre	  
for	  Artists	  and	  Writers,	  which	  had	  been	  established	  by	  Ulli	  Beier	  in	  Nigeria	  in	  1961.	  	  Beier	  
had	  moved	  from	  London	  to	  Nigeria	  in	  1950	  to	  teach	  phonetics	  at	  the	  University	  of	  Ibadan,	  
where	  he	  immersed	  himself	  in	  Yoruba	  culture.	  	  Inspired	  by	  the	  First	  Congress	  of	  Black	  
Writers	  and	  Artists,	  organized	  by	  Présence	  Africaine	  in	  Paris	  in	  1956,	  Beier	  had	  established	  
the	  literary	  journal	  Black	  Orpheus	  in	  1957,	  publishing	  texts	  in	  English	  relating	  to	  African	  
culture.37	  	  The	  Mbari	  Centre	  was	  formed	  by	  Beier	  and	  other	  practitioners	  associated	  with	  
Black	  Orpheus	  in	  1961	  at	  the	  University	  of	  Ibadan	  to	  encourage	  creative	  interdisciplinary	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
34	  Roland	  Penrose	  Notes	  ‘First	  Biennial	  International	  Congress	  of	  African	  Culture’	  (National	  Galleries	  of	  Scotland	  
Archive,	  GMA	  A35/1/1/RPA1/8).	  	  Penrose	  references	  Robert	  Goldwater	  in	  his	  notes.	  
35	  Ibid.	  	  Neither	  quote	  is	  attributed	  to	  a	  specific	  text	  in	  Penrose’s	  notes.	  
36	  Ibid.	  
37	  For	  a	  detailed	  account	  of	  the	  inspiration	  Beier	  took	  from	  Léopold	  Sédar	  Senghor’s	  approach	  to	  African	  culture	  
see	  Ulli	  Beier,	  ‘Léopold	  Sédar	  Senghor:	  A	  Personal	  Memoir’,	  Research	  in	  African	  Literatures,	  33:4	  (Winter	  2002).	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exchanges	  amongst	  contemporary	  artists	  and	  writers.	  	  The	  Centre	  supported	  the	  
production	  and	  consumption	  of	  contemporary	  art	  primarily	  as	  a	  local	  or	  African	  
phenomenon.	  	  Like	  McEwen’s	  Workshop	  School	  in	  Salisbury,	  this	  hinged	  on	  a	  rejection	  of	  
conventional	  art	  school	  training	  in	  favour	  of	  informal	  workshops.	  	  The	  first	  ‘summer	  school’	  
workshop	  had	  been	  held	  at	  the	  Mbari	  Centre	  in	  1961	  and	  was	  led	  by	  the	  architects	  
Amâncio	  Guedes	  and	  Julian	  Beinart.	  	  	  Guedes	  had	  been	  working	  on	  experimental	  building	  
projects	  in	  Mozambique	  that	  brought	  together	  architecture,	  sculpture	  and	  painting	  and	  
integrated	  the	  work	  of	  local	  artists.	  	  He	  supported	  an	  open	  studio	  environment	  for	  artists	  in	  
Lourenço	  Marques	  where	  he	  had	  collaborated	  with	  Beinart	  on	  workshops	  encouraging	  
local	  people	  to	  explore	  their	  creativity.	  	  Beier	  had	  encountered	  Guedes	  and	  Beinart’s	  
‘experimental	  school’	  in	  Lourenço	  Marques	  in	  1960	  and	  invited	  them	  to	  lead	  a	  summer	  
school	  workshop	  in	  Ibadan	  in	  1961.	  	  All	  three	  exhibitions	  of	  contemporary	  African	  art	  at	  the	  
ICA	  in	  the	  1960s	  were	  based	  on	  collaborations	  with	  Beinart	  and	  Beier.	  	  	  
	  
	  	  
Two	  Painters	  from	  Africa,	  1963	  
In	  August	  1962	  the	  ICA	  exhibitions	  committee	  accepted	  a	  proposal	  from	  Julian	  Beinart	  and	  
Dennis	  Duerden	  for	  an	  exhibition	  by	  ‘the	  Portuguese	  Sculptor	  Guedes	  and	  his	  group’,	  to	  
take	  place	  in	  January	  1963	  to	  ‘tie-­‐up	  with	  other	  African	  activities	  throughout	  the	  month’.38	  	  
Penrose	  would	  have	  seen	  work	  associated	  with	  Guedes’	  studio	  at	  the	  International	  
Congress	  in	  Salisbury,	  where	  Guedes	  had	  given	  a	  lecture	  and	  facilitated	  the	  display	  of	  ‘Non-­‐
Traditional	  Art’	  from	  Mozambique.39	  	  By	  October	  1962	  Beinart	  and	  Duerden’s	  ICA	  
exhibition	  proposal	  had	  become	  a	  show	  of	  ‘African	  Artists’,	  with	  the	  possibility	  of	  a	  
separate	  show	  by	  Guedes	  discussed	  by	  the	  exhibitions	  committee	  but	  never	  realised.40	  	  
Two	  Painters	  from	  Africa	  opened	  at	  the	  ICA	  on	  10th	  January	  1963,	  introducing	  a	  series	  of	  
paintings	  by	  Valente	  Malangatana	  and	  Ibrahim	  El-­‐Salahi.	  	  Both	  artists	  had	  previously	  
exhibited	  work	  at	  the	  Mbari	  Centre	  in	  Ibadan	  and	  had	  been	  the	  subject	  of	  extensively	  
illustrated	  articles	  by	  Beinart	  and	  Beir	  for	  Black	  Orpheus	  in	  1961.41	  	   	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
38	  ICA	  Exhibition	  Committee	  Meeting	  Minutes,	  16th	  August	  1962	  (TGA955/1/12/6,	  37/60).	  
39	  Guedes	  had	  represented	  Mozambique	  at	  the	  1961	  Sao	  Paolo	  Biennale	  and	  had	  been	  the	  subject	  of	  a	  long	  
illustrated	  profile	  by	  Beinart	  in	  Architectural	  Review	  in	  1961.	  	  Beinart	  had	  given	  a	  related	  lecture	  at	  the	  ICA	  in	  
April	  1962	  titled	  ‘African	  Architecture’.	  	  See	  Julian	  Beinart,	  ‘Amancio	  Guedes:	  Architect	  of	  Lourenço	  Marques’,	  
Architectural	  Review	  (April	  1961).	  
40	  The	  exhibition	  of	  African	  Artists	  is	  agreed	  in	  the	  ICA	  Exhibition	  Committee	  Meeting	  Minutes	  5th	  October,	  1962	  
(TGA955/1/12/6,	  39/60).	  	  References	  to	  a	  Guedes	  show	  scheduled	  for	  May/June	  1963	  appear	  in	  consequent	  
meetings	  but	  are	  dropped	  without	  comment	  or	  further	  reference	  by	  March	  1963.	  
41	  Julian	  Beinart,	  ‘Malangatana’,	  Black	  Orpheus	  10	  (1961);	  Ulli	  Beier,	  ‘Ibrahim	  Salahi’	  Black	  Orpheus	  10	  (1961).	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  The	  exhibition	  was	  part	  of	  a	  programme	  of	  events	  that	  had	  been	  arranged	  at	  the	  
ICA	  by	  Duerden	  and	  Lewis	  Nkosi	  from	  the	  Transcription	  Centre	  in	  London,	  in	  collaboration	  
with	  the	  Mbari	  Centre.	  	  The	  recently	  established	  Transcription	  Centre	  had	  opened	  a	  
recording	  studio	  a	  few	  doors	  away	  from	  the	  ICA	  on	  Dover	  Street	  in	  February	  1962,	  
producing	  radio	  programmes	  for	  and	  about	  Africa,	  under	  the	  enthusiastic	  directorship	  of	  
Duerden.	  	  It	  became	  well	  known	  as	  an	  informal	  meeting	  place	  for	  artists,	  writers	  and	  
musicians	  with	  connections	  to	  Africa	  and	  the	  Caribbean.42	  	  In	  January	  1963	  Duerden	  
introduced	  the	  programme	  of	  events	  surrounding	  Two	  Painters	  from	  Africa	  in	  the	  ICA	  
Bulletin	  under	  the	  banner	  ‘Africa	  Abroad’,	  which	  was	  also	  the	  title	  of	  the	  Transcription	  
Centre’s	  weekly	  15-­‐minute	  programme	  of	  interviews	  and	  news,	  edited	  by	  Nkosi:	  	  
During	  this	  century	  African	  art	  has	  marched	  out	  of	  the	  museums.	  	  Trapped	  there	  by	  
scientific	  curiosity	  or	  brought	  home	  as	  trophies	  by	  hunters	  and	  sailors,	  it	  was	  
discovered	  fortuitously	  by	  artists,	  who	  have	  since	  remained	  perplexed	  by	  its	  
sculptural	  power,	  and	  have	  begun	  to	  ask	  what	  kind	  of	  society	  produced	  it.	  	  At	  the	  
same	  time	  we	  have	  seen	  a	  resurrection	  of	  Rousseau	  in	  the	  doctrines	  of	  the	  African	  
nationalists,	  an	  attempt	  to	  formulate	  the	  true	  doctrines	  of	  African	  humanism.	  	  
What	  are	  Europeans	  thinking	  of	  Africa	  now?	  	  What	  are	  Africans	  thinking	  of	  
themselves?	  	  These	  are	  the	  questions	  we	  shall	  ask	  in	  our	  discussions.43	  
The	  discussions	  took	  place	  throughout	  January	  and	  February	  1963	  and	  included	  an	  
illustrated	  lecture	  on	  ‘African	  Painting	  and	  Sculpture’	  by	  Frank	  McEwen.44	  	  Other	  events	  are	  
listed	  as	  ‘The	  European	  Image	  of	  Africa’,	  ‘African	  Cultural	  Survival	  in	  the	  Americas’,	  ‘Africa	  
and	  Jazz’,	  ‘African	  Literature’	  and	  ‘The	  Africans’	  Image	  of	  Themselves’.	  	  These	  discussions	  
brought	  together	  a	  diverse	  range	  of	  African,	  American	  and	  European	  contributors	  to	  
‘debate	  the	  impact	  of	  African	  culture	  in	  the	  rest	  of	  the	  world’.45	  	  Films	  by	  Jean	  Rouch,	  Les	  
Hommes	  Qui	  Font	  La	  Pluie	  (1951)	  and	  Moronaba	  (1958),	  lent	  by	  the	  Musée	  de	  l’Homme,	  
were	  also	  screened.	  	  Thus	  the	  presentation	  of	  Malangatana	  and	  El-­‐Salahi’s	  paintings	  at	  the	  
ICA	  was	  embedded	  in	  a	  debate	  about	  African	  culture	  and	  attempts	  to	  distinguish	  a	  set	  of	  
motivations	  associated	  specifically	  with	  contemporary	  African	  art,	  for	  which	  McEwen	  and	  
Beier	  both	  became	  leading	  spokesmen	  in	  the	  1960s.	   	  	  	   	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
42	  Duerden	  had	  been	  invited	  to	  set	  up	  the	  Transcription	  Centre	  by	  the	  Congress	  for	  Cultural	  Freedom,	  an	  
organisation	  established	  in	  Paris	  in	  1950	  under	  the	  auspices	  of	  the	  United	  States	  Central	  Intelligence	  Agency	  to	  
discourage	  Communist	  ideology	  in	  the	  field	  of	  culture.	  	  For	  a	  full	  account	  see	  Gerald	  Moore,	  ‘The	  Transcription	  
Centre	  in	  the	  Sixties:	  Navigating	  in	  Narrow	  Seas’,	  Research	  in	  African	  Literatures,	  33:3	  (Fall	  2002).	  
43	  Denis	  Duerden,	  ‘Africa	  Abroad’,	  ICA	  Bulletin,	  January	  1963	  (TGA955/14/14).	  
44	  Ibid.	  
45	  ‘Africa	  Abroad’,	  ICA	  Press	  Release	  (TGA955/1/12/146,	  3/14).	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   Following	  Beinart	  and	  Beier’s	  articles	  in	  Black	  Orpheus,	  the	  exhibition	  of	  
Malangatana	  and	  El-­‐Salahi’s	  work	  at	  the	  ICA	  attempted	  to	  frame	  the	  ‘African-­‐ness’	  of	  the	  
artists	  and	  their	  paintings.	  	  This	  overshadowed	  the	  complexity	  of	  their	  individual	  
experiences	  and	  approaches	  to	  their	  work,	  which	  are	  referenced	  selectively.	  	  In	  the	  edited	  
versions	  of	  the	  Black	  Orpheus	  texts	  used	  for	  the	  exhibition	  catalogue,	  Malangatana	  is	  
presented	  as	  an	  uneducated	  artist,	  discovered	  and	  supported	  by	  Guedes,	  while	  for	  El-­‐Salahi	  
the	  emphasis	  was	  on	  his	  rediscovery	  of	  his	  African	  heritage	  after	  studying	  in	  London:	  
When	  he	  returned	  home	  his	  work	  was	  as	  dull	  as	  that	  of	  the	  average	  art	  school	  
student.	  	  Conventional,	  academic	  portraits	  and	  landscapes	  he	  was	  painting	  then;	  
competent	  they	  were,	  but	  not	  very	  original	  and	  there	  was	  certainly	  nothing	  African	  
about	  them.	  	  The	  artist,	  however,	  was	  deeply	  dissatisfied.	  	  He	  knew	  that	  he	  had	  
acquired	  valuable	  techniques	  abroad,	  but	  he	  was	  also	  conscious	  that	  he	  had	  
absorbed	  foreign	  conventions	  that	  must	  ultimately	  remain	  meaningless	  to	  him.	  	  To	  
liberate	  himself	  from	  this	  foreign	  influence	  he	  began	  to	  study	  and	  develop	  
whatever	  local	  traditions	  he	  could	  find.46	  	  	  
A	  series	  of	  more	  personal	  ‘catalogue	  notes’	  written	  by	  El-­‐Salahi	  which	  originally	  
accompanied	  the	  ten	  works	  illustrated	  in	  Black	  Orpheus	  were	  also	  included	  in	  the	  ICA	  
catalogue,	  giving	  his	  poetic	  accounts	  of	  individual	  paintings.	  	  For	  example,	  El-­‐Salahi’s	  notes	  
for	  the	  painting	  Self-­‐portrait	  of	  Suffering	  (1961)	  read:	  
A	  man	  lost	  in	  his	  introspective	  visions,	  	   	   	   	   	   	   	   	  	  	  	  	  	  	  	  	  	  
Looking	  in	  and	  into	  himself,	  	   	   	   	   	   	   	   	   	  	  	  	  	  	  	  	  	  	  	  	  
Sitting	  in	  the	  shade	  of	  a	  cracked	  mud	  wall,	  	   	   	   	   	   	   	  	  	  	  	  	  	  	  	  	  	  	  
Gazing	  as	  the	  shadows	  creep	  over	  his	  toes,	  	   	   	   	   	   	   	  	  	  	  	  	  	  	  	  	  	  
Staring	  into	  the	  blaze	  of	  the	  sun,	  	   	   	   	   	   	   	   	  	  	  	  	  	  	  	  	  	  	  	  
Gazing	  into	  nothingness.	  	  	   	   	   	   	   	   	   	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  
Until	  his	  two	  eyes	  become	  one,	  	  	   	   	   	   	   	   	   	  	  	  	  	  	  	  	  	  	  	  	  
Gazing	  into	  the	  empty	  horizon	  of	  far	  away	  dreams,	  	   	   	   	   	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
Into	  a	  mirror	  that	  I	  hold	  before	  my	  hands,	  	   	   	   	   	   	   	  	  	  	  	  	  	  	  	  	  
To	  paint	  a	  portrait	  for	  me.47	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
46	  Two	  Painters	  from	  Africa,	  exhibition	  catalogue	  (London:	  ICA,	  1963),	  unpaginated.	  
47	  Ibid.	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Fig.40.	  Ibrahim	  El-­‐Salahi,	  Self-­‐Portrait	  of	  Suffering,	  1961,	  oil	  on	  canvas,	  30.5	  x	  40.6cm,	  Iwalewa-­‐Haus,	  University	  of	  Bayreuth.	  
	  
	  
Fig.41.	  Valente	  Malangatana,	  Song	  of	  Songs	  with	  Jonas,	  oil,	  c.1961.	  	  Illustrated	  in	  the	  catalogue	  for	  the	  First	  
International	  Congress	  of	  African	  Art	  and	  Culture,	  1962,	  original	  dimensions	  not	  recorded.	  
	  
The	  catalogue	  text	  on	  Malangatana	  is	  based	  on	  his	  own	  autobiographical	  notes,	  
which	  were	  included	  as	  part	  of	  Beinart’s	  original	  article.	  	  The	  section	  reproduced	  in	  the	  ICA	  
catalogue	  focuses	  on	  Malangatana’s	  upbringing,	  including	  an	  account	  of	  his	  mother’s	  
madness	  and	  confinement	  with	  a	  witch	  doctor.	  	  It	  moves	  on	  to	  describe	  Guedes’	  discovery	  
and	  support	  for	  Malangatana’s	  work,	  which	  enabled	  him	  to	  leave	  his	  job	  in	  1961	  and	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commit	  to	  painting	  full-­‐time.	  	  The	  emphasis	  on	  Malangatana	  as	  a	  self-­‐taught	  artist	  echoes	  
Guedes’	  romantic	  vision	  of	  him	  as	  a	  ‘complete	  painter’,	  which	  he	  had	  outlined	  in	  1961:	  
These	  paintings	  are	  the	  result	  of	  little	  more	  than	  a	  year	  and	  a	  half’s	  work	  by	  an	  ex-­‐
waiter.	  	  Malangatana	  is	  a	  natural	  and	  complete	  painter.	  With	  him,	  composition	  and	  
the	  harmony	  of	  colour	  is	  not	  an	  intellectual	  game;	  they	  occur	  to	  him	  as	  naturally	  as	  
stories	  and	  visions	  do.	  	  He	  knows	  without	  knowing.48	  
For	  Guedes	  and	  Beinart,	  Malangatana	  represented	  what	  Beier	  would	  later	  describe	  as	  ‘the	  
shortcut’,	  by	  becoming	  ‘a	  sophisticated	  artist	  while	  bypassing	  education’.49	  	  El-­‐Salahi	  had	  
achieved	  his	  ‘sophistication’	  through	  a	  rediscovery	  of	  African	  traditions,	  which	  in	  their	  view	  
had	  enabled	  him	  to	  overcome	  the	  influences	  of	  foreign	  art	  school	  training.50	  	  Both	  
approaches	  were	  part	  of	  a	  broader	  ideology	  about	  the	  relationship	  between	  art	  and	  
education	  that	  informed	  Beier	  and	  Beinart’s	  support	  for	  contemporary	  art	  in	  Africa.	  	  While	  
they	  were	  clearly	  aware	  of	  the	  complex	  dynamics	  shaping	  artists’	  practice	  in	  the	  1960s,	  
both	  were	  committed	  to	  the	  idea	  of	  an	  inherent	  creative	  force	  that	  connected	  traditional	  
and	  contemporary	  practice	  in	  Africa.51	  	  Like	  McEwen’s	  workshop	  school,	  conventional	  art	  
school	  education	  was	  cast	  as	  a	  foreign	  distraction	  from	  engaging	  with	  this	  force.	  	  In	  
contrast,	  the	  workshop	  model	  was	  seen	  as	  an	  environment	  in	  which	  this	  vital	  force	  could	  
be	  released.	  	  The	  crucial	  role	  that	  traditional	  or	  ‘folk’	  art	  played	  in	  this	  dynamic	  is	  outlined	  
explicitly	  by	  Beier	  and	  Beinart,	  who	  make	  connections	  with	  Fagg’s	  approach	  to	  African	  art	  
and	  Gyorgy	  Kepes’	  influential	  book	  Language	  of	  Vision	  (1944).52	  	  The	  interconnections	  
between	  these	  ideas	  and	  the	  display	  of	  contemporary	  African	  art	  in	  London	  will	  be	  
discussed	  below.	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
48	  From	  the	  catalogue	  for	  Malangatana’s	  first	  exhibition,	  organised	  by	  Guedes	  and	  the	  artists’	  association	  
Nucleo	  del	  Arte	  in	  Lourenço	  Marques	  in	  April	  1961.	  	  Pancho	  Guedes,	  ‘O	  pintor	  completo’	  (The	  complete	  
painter),	  Malangatana	  Goenha	  Valente,	  exhibition	  catalogue	  (Lourenço	  Marques,	  Mozambique,	  Economic	  
Entities	  HQ,	  1961).	  	  Translated	  and	  cited	  by	  Alexandre	  Pomar	  
http://alexandrepomar.typepad.com/alexandre_pomar/2013/10/malangatana-­‐first-­‐years.html,	  accessed	  
August	  2015.	  
49	  Ulli	  Beier,	  Contemporary	  Art	  in	  Africa	  (London:	  Pall	  Mall	  Press,	  1968),	  72.	  
50	  As	  subsequent	  accounts	  have	  shown,	  the	  actual	  experiences	  of	  both	  artists	  were	  far	  more	  complex.	  	  See	  for	  
example,	  Alexandre	  Pomar	  on	  Malangatana’s	  actual	  relationship	  with	  Guedes:	  	  
http://alexandrepomar.typepad.com/alexandre_pomar/2013/10/malangatana-­‐first-­‐years.html,	  accessed	  
August	  2015).	  	  Also	  essays	  in	  Salah	  M	  Hassan,	  ed.,	  Ibrahim	  El-­‐Salahi:	  A	  Visionary	  Modernist,	  exhibition	  catalogue	  
(London:	  Tate,	  2013).	  	  Significantly	  the	  ICA	  exhibition	  of	  El	  Salahi’s	  work	  in	  1963	  is	  not	  discussed	  in	  this	  Tate	  
catalogue.	  	  Works	  by	  both	  artists	  have	  been	  recently	  acquired	  by	  Tate	  and	  included	  in	  the	  new	  permanent	  
displays	  at	  Tate	  Modern	  (2016),	  where	  explicit	  references	  are	  made	  to	  the	  contexts	  of	  civil	  war	  in	  Sudan	  and	  
Mozambique	  in	  the	  1950s	  and	  1960s.	  	  	  
51	  Ulli	  Beier	  outlined	  this	  in	  the	  introduction	  to	  his	  book	  Art	  in	  Nigeria,	  Cambridge:	  Cambridge	  University	  Press,	  
1960.	  
52	  Gyorgy	  Kepes,	  Language	  of	  Vision	  (Chicago:	  Paul	  Theobald,	  1944).	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Finding	  a	  Shortcut	  
In	  his	  1968	  book	  Contemporary	  Art	  in	  Africa,	  Beier	  elaborates	  on	  the	  notion	  of	  ‘finding	  a	  
shortcut’,	  positioning	  Guedes	  and	  McEwen	  as	  the	  most	  successful	  examples	  of	  ‘European	  
artists	  and	  art	  lovers	  [who]	  have	  set	  out	  to	  deliberately	  create	  a	  set	  of	  circumstances,	  an	  
atmosphere,	  in	  which	  such	  a	  development	  could	  take	  place’:	  	  	  
The	  affinities	  between	  traditional	  African	  art	  and	  contemporary	  art	  in	  Europe	  have	  
been	  pointed	  out	  often	  enough.	  	  The	  most	  spectacular	  example	  of	  this	  affinity	  is	  
the	  direct	  influence	  which	  the	  ‘discovery’	  of	  African	  art	  had	  on	  the	  cubist	  painters	  
early	  this	  century.	  	  But	  apart	  from	  this	  brief	  moment	  of	  actual	  contact	  and	  direct	  
influence	  there	  appears	  to	  be	  a	  much	  wider	  affinity	  of	  spirit	  and	  of	  styles.	  	  African	  
art	  has	  produced	  forms	  that	  we	  would	  describe	  as	  abstract,	  cubist,	  surrealist,	  
expressionist,	  dadaist	  –	  in	  fact	  there	  is	  no	  modern	  art	  movement	  that	  does	  not	  find	  
an	  echo	  in	  some	  African	  tradition	  or	  other.	  	  Should	  it	  not	  be	  possible	  then	  to	  create	  
a	  kind	  of	  shortcut	  from	  traditional	  African	  art	  to	  modern	  forms	  of	  expression?	  	  Is	  it	  
necessary	  for	  every	  modern	  African	  artist	  to	  travel	  along	  the	  long	  road	  of	  alienation	  
and	  assimilation	  in	  foreign-­‐type	  schools	  and	  colleges,	  burdening	  himself	  with	  
knowledge	  and	  ideas	  that	  will	  eventually	  prove	  to	  be	  irrelevant?	  	  Must	  all	  African	  
artists	  go	  through	  this	  process	  and	  then	  rediscover	  the	  values	  of	  their	  own	  artistic	  
heritage?	  	  Is	  the	  academic	  world	  the	  only	  possibly	  gateway	  to	  contemporary	  art?	  	  
Or	  are	  there	  ways	  of	  tapping	  the	  vast	  resources	  of	  talent	  that	  have	  remained	  latent	  
since	  the	  slow	  disintegration	  of	  traditional	  society?53	  
Beier	  had	  been	  inspired	  by	  Guedes	  and	  Beinart’s	  experimental	  school	  in	  Lourenço	  
Marques	  and	  wanted	  to	  recreate	  a	  similar	  atmosphere	  at	  the	  Mbari	  Centre	  for	  Artists	  and	  
Writers.	  	  He	  invited	  them	  to	  lead	  the	  first	  summer	  school	  at	  the	  Mbari	  Centre	  in	  1961.	  	  
Beinart	  returned	  to	  hold	  a	  second	  summer	  school	  in	  1962,	  assisted	  by	  Denis	  Williams	  who	  
had	  moved	  to	  Nigeria	  in	  1962.54	  	  The	  schools	  were	  held	  primarily	  for	  practicing	  artists	  and	  
art	  teachers.	  	  In	  Beier’s	  words:	  ‘their	  purpose	  was	  to	  shock	  people	  out	  of	  their	  conventional	  
attitudes,	  to	  make	  them	  understand	  the	  mechanics	  of	  painting,	  and	  to	  teach	  them	  to	  see	  
form	  disassociated	  from	  literary	  content	  and	  worn-­‐out	  imagery.	  […]	  In	  a	  series	  of	  violent	  
exercises	  the	  students	  were	  made	  to	  ‘play	  themselves	  free’,	  to	  lose	  their	  inhibitions	  and	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
53	  Ulli	  Beier	  (1968),	  59.	  
54	  For	  a	  detailed	  discussion	  of	  Williams’	  work	  in	  Africa	  see	  Ulli	  Beir	  ‘The	  Osogbo	  Art	  Workshop’	  and	  Charles	  Gore	  
and	  John	  Picton	  ‘Denis	  Williams	  in	  Africa:	  A	  New	  Approach	  to	  its	  Arts	  and	  Technologies’	  in	  Denis	  Williams,	  a	  Life	  
in	  Works:	  New	  and	  Collected	  Essays,	  eds.	  Charlotte	  Williams	  and	  Evelyn	  A	  Williams	  (Amsterdam	  and	  New	  York:	  
Rodopi,	  2010).	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gain	  new	  vision’.55	  	  Beier	  goes	  on	  to	  describe	  how	  Beinart’s	  infectious	  energy	  had	  drawn	  
other	  visitors	  in	  to	  the	  Mbari	  Centre	  workshops,	  an	  electrician,	  a	  car	  salesman,	  the	  
caretaker	  -­‐	  people	  with	  ‘no	  inhibitions	  to	  be	  broken	  down,	  no	  preconceived	  ideas’.56	  	  This	  
inspired	  Beier	  to	  set	  up	  a	  series	  of	  workshops	  for	  untrained	  students,	  the	  first	  of	  which	  was	  
led	  by	  Denis	  Williams	  at	  the	  newly	  established	  Mbari	  Mbayo	  Centre	  in	  Osogbo	  in	  1962.57	  	  
For	  Beier,	  the	  isolated	  and	  locally	  engaged	  art	  centre	  in	  Osogbo	  provided	  a	  more	  
appropriate	  setting	  for	  these	  workshops,	  which	  he	  distinguishes	  from	  the	  cosmopolitan	  
concerns	  of	  the	  university-­‐trained	  practitioners	  associated	  with	  the	  Mbari	  Centre	  in	  Ibadan.	  	  
Beier	  outlines	  this	  explicitly	  in	  Contemporary	  Art	  from	  Africa,	  contrasting	  the	  fragmented,	  
self-­‐conscious	  approach	  of	  these	  artists	  with	  the	  work	  he	  wanted	  to	  generate	  in	  Osogbo:	  	  	  
The	  intellectual,	  university-­‐trained	  Nigerian	  artist	  is	  chiefly	  concerned	  with	  
establishing	  a	  new	  identity,	  with	  gathering	  the	  broken	  pieces	  of	  a	  tradition	  and	  
building	  them	  –	  often	  self-­‐consciously	  –	  into	  a	  new	  kind	  of	  collage	  in	  which	  the	  
African	  renaissance	  is	  proclaimed.	  	  His	  problem	  is	  that	  he	  has	  to	  proclaim	  it	  to	  the	  
European	  audience,	  that	  he	  establishes	  his	  newly	  gained	  identity	  in	  the	  art	  galleries	  
of	  Europe	  more	  often	  than	  in	  the	  villages	  of	  Nigeria.	  	  The	  situation	  of	  the	  Osogbo	  
artists	  was	  different.58	  
In	  Beier’s	  view	  it	  was	  crucial	  that	  the	  Osogbo	  artists	  were	  ‘preserved’	  from	  the	  tourist	  
market	  by	  remaining	  rooted	  in	  their	  local	  community,	  where	  they	  could	  ‘retain	  the	  
inspiration	  they	  drew	  from	  their	  own	  environment’	  and	  ‘develop	  their	  talent	  within	  the	  
framework	  of	  their	  own	  society’.59	  	  This	  was	  not	  an	  effort	  to	  preserve	  a	  fixed	  set	  of	  
traditional	  techniques	  and	  imagery.	  	  Beier	  recognised	  that	  the	  artists	  were	  producing	  ‘fresh	  
and	  personal’	  responses	  to	  ‘the	  juxtaposition	  of	  different	  cultures	  in	  their	  community’.60	  	  
He	  saw	  the	  Mbari	  Mbayo	  Club	  in	  Osogbo	  as	  facilitating	  this	  connection	  with	  the	  community	  
by	  creating	  a	  local	  audience	  which	  in	  turn	  led	  to	  local	  commissions.	  	  ‘Firmly	  rooted	  in	  such	  
local	  activity,	  the	  artists	  could	  sell	  to	  European	  collectors	  and	  could	  work	  for	  exhibitions	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
55	  Ulli	  Beier	  (1968),	  105.	  
56	  Ibid.,	  107.	  	  
57	  Beier	  refers	  to	  the	  parallels	  between	  Williams’	  1962	  Osogbo	  school	  and	  McEwen’s	  workshop	  in	  Salisbury	  but	  
says	  that	  at	  that	  time	  they	  had	  little	  knowledge	  about	  ‘the	  developments	  in	  Rhodesia’,	  ibid.,108.	  	  Williams	  led	  a	  
second	  workshop	  in	  Osogbo	  with	  the	  artist	  Jacob	  Lawrence	  in	  1963,	  which	  was	  followed	  in	  1964	  by	  a	  school	  led	  
by	  Georgina	  Beier	  and	  previous	  participants	  Jacob	  Afolabi	  and	  Rufus	  Ogendele.	  	  Georgina	  Beier	  led	  a	  workshop	  
in	  her	  house	  in	  Osogbo	  for	  the	  following	  three	  years,	  where	  Afolabi,	  Ogendele	  and	  four	  other	  participants	  from	  
the	  1964	  school	  worked	  daily	  (Twins	  Seven-­‐Seven,	  Muraina	  Oyelami,	  Adebisi	  Fabunmi	  and	  Jimoh	  Buraimoh).	  	  	  
58	  Ulli	  Beier	  (1968),	  107-­‐9.	  	  
59	  Ibid.,	  109.	  
60	  Ibid.,	  108-­‐9.	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abroad	  without	  losing	  their	  bearings’.61	  	  	   	   	   	   	  
	   Recent	  attempts	  to	  historicise	  the	  Mbari	  Mbayo	  Centre	  in	  Osogbo	  have	  stressed	  
the	  loss	  of	  agency	  involved	  in	  seeing	  these	  artists	  simply	  as	  isolated	  untrained	  practitioners,	  
as	  opposed	  to	  embracing	  the	  dynamic	  and	  creative	  exchange	  of	  ideas	  and	  influences	  that	  
took	  place	  at	  the	  Centre.62	  	  However,	  the	  presentation	  of	  work	  associated	  with	  the	  Mbari	  
Centre	  in	  London	  was	  dominated	  by	  a	  fascination	  with	  the	  possibility	  of	  Beier’s	  ‘shortcut’.	  	  
This	  resonated	  strongly	  with	  Read,	  Penrose	  and	  Fagg’s	  shared	  interest	  an	  inherent	  
aesthetic	  force	  connecting	  works	  across	  time	  and	  place.	  	  In	  relation	  to	  contemporary	  work	  
from	  Africa,	  this	  ‘vital	  force’	  was	  seen	  to	  connect	  traditional	  and	  modern	  artistic	  practice	  
and	  national	  identity.	  	  Equally,	  it	  was	  positioned	  in	  opposition	  to	  the	  trappings	  of	  
modernity,	  particularly	  ‘mechanisation’	  as	  McEwen	  had	  outlined	  specifically	  in	  his	  
introduction	  to	  the	  Salisbury	  Congress	  exhibitions.	  	  	   	   	   	   	   	  
	   At	  the	  ICA	  the	  juxtaposition	  of	  this	  work	  with	  that	  of	  artists	  like	  Paolozzi	  reaffirmed	  
the	  paradoxical	  affinity	  that	  Penrose	  had	  outlined	  in	  his	  revised	  definition	  of	  primitivism.	  	  
Paolozzi’s	  film	  ‘History	  of	  Nothing’	  (1962),	  which	  flashes	  through	  collages	  of	  miscellaneous	  
images	  that	  Paolozzi	  had	  collected,	  was	  screened	  in	  the	  ‘Around	  the	  Event’	  slot	  during	  the	  
Africa	  programme	  at	  the	  ICA	  in	  1963.63	  	  Paolozzi	  gave	  a	  commentary	  for	  the	  film	  and	  the	  
event	  was	  chaired	  by	  Richard	  Hamilton.	  	  Although	  there	  are	  no	  detailed	  records	  of	  this	  
discussion,	  as	  Paolozzi’s	  ‘Image-­‐breaking’	  lecture	  at	  the	  ICA	  in	  1958	  had	  demonstrated,	  he	  
invited	  ambiguous	  analogies	  between	  his	  ‘mechanical	  fetishes’	  and	  fantasies	  of	  a	  primitive	  
other.	  	  	   	   	   	  
	   	   	   	   	   	   	   	  	  
Popular	  Art	  of	  Africa	  (1965)	  and	  Contemporary	  Art	  from	  Africa	  (1967)	  
The	  ideas	  explored	  in	  the	  Africa	  programme	  at	  the	  ICA	  in	  1963	  underpinned	  two	  further	  
exhibitions	  at	  the	  ICA	  in	  the	  1960s	  which	  were	  again	  based	  on	  collaborations	  with	  Beier,	  
Beinart	  and	  Duerden.	  	  In	  1965	  Julian	  Beinart	  exhibited	  a	  series	  of	  his	  photographs	  in	  the	  ICA	  
library	  under	  the	  title	  Popular	  Art	  of	  Africa	  and	  gave	  a	  lecture	  ‘African	  Popular	  Art:	  the	  Art	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
61	  Ibid.,	  110.	  
62	  See	  Chika	  Okeke-­‐Agulu,	  ‘Rethinking	  Mbari	  Mbayo:	  Osogbo	  Workshops	  in	  the	  1960s,	  Nigeria’	  inAfrican	  Art	  and	  
Agency	  in	  the	  Workshop,	  eds.	  Sidney	  Littlefield	  Kasfir	  and	  Till	  Förster	  (Bloomington:	  Indiana	  University	  Press,	  
2013).	  	  See	  also	  Elizabeth	  Morton	  ‘Frank	  McEwen	  and	  Joram	  Mariga:	  Patron	  and	  Artist	  in	  the	  Rhodesian	  
Workshop	  School	  Setting,	  Zimbabwe’	  in	  the	  same	  volume,	  which	  discusses	  the	  relationship	  between	  McEwen	  
and	  the	  artists	  associated	  with	  his	  workshop,	  in	  particular	  artists	  who	  decided	  to	  adapt	  their	  profile	  to	  suit	  
McEwen’s	  ideology	  in	  order	  to	  gain	  his	  support.	  
63	  Notably,	  History	  of	  Nothing	  includes	  the	  image	  used	  in	  Paolozzi’s	  collage	  Klokvormig	  Masker	  (c.1946-­‐7)	  
discussed	  in	  Chapter	  2.	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of	  the	  Unprofessional’,	  where	  he	  elaborated	  on	  the	  ideas	  that	  had	  been	  explored	  in	  the	  
summer	  school	  workshops	  in	  Nigeria.64	  	  The	  exhibition	  included	  images	  of	  works	  produced	  
during	  the	  summer	  schools,	  which	  are	  described	  in	  the	  ICA	  Bulletin	  as	  taking	  ‘people	  from	  
the	  streets’	  and	  introducing	  them	  to	  new	  materials.65	  	  Beinart’s	  ICA	  exhibition	  and	  lecture	  
coincided	  with	  the	  publication	  of	  his	  essay	  ‘Visual	  Education	  for	  Emerging	  Cultures:	  The	  
African	  Opportunity’,	  in	  Gyorgy	  Kepes’	  book	  Education	  of	  Vision	  (1965).	  	  This	  essay	  offers	  
key	  insights	  into	  the	  way	  that	  contemporary	  African	  art	  was	  being	  positioned	  by	  Beinart,	  
Beier	  and	  Duerden.	  	  In	  particular,	  Beinart	  makes	  connections	  with	  both	  the	  principles	  of	  
basic	  design	  and	  with	  William	  Fagg’s	  approach	  to	  African	  art	  which	  help	  to	  situate	  his	  ideas	  
in	  relation	  to	  other	  activities	  at	  the	  ICA.	  	  	  
Beinart	  positions	  the	  visual	  arts	  in	  Africa	  as	  belonging	  to	  ‘the	  very	  roots	  of	  tribal	  
societies	  and	  religions’,	  as	  ‘revealing	  the	  universal	  characteristics	  of	  tribal	  art	  rather	  than	  
any	  particularly	  African	  qualities’.66	  	  Beinart	  quotes	  Fagg	  in	  support	  of	  this	  view	  and	  goes	  on	  
to	  connect	  his	  own	  definition	  of	  ‘African	  Popular	  Art’	  with	  these	  traditions:	  
	  
While	  a	  new	  African	  society	  can	  no	  longer	  produce	  tribal	  art,	  it	  has	  not	  completely	  
lost	  the	  creative	  force	  which	  generated	  its	  traditional	  art.	  	  African	  people,	  by	  
retaining	  their	  innate	  ability	  and	  adapting	  it	  to	  new	  circumstances,	  have	  invented	  a	  
folk	  art	  different	  from	  the	  folk	  art	  of	  the	  tribe.	  	  This	  is	  a	  new	  popular	  art,	  produced	  
for	  an	  urban	  proletariat	  by	  anonymous	  artists,	  who	  have	  found	  outlets	  for	  their	  
creativity	  in	  new	  needs	  and	  new	  media.67	  	  	  	  
	  
The	  summer	  workshops	  in	  Nigeria	  and	  Mozambique	  are	  described	  as	  providing	  an	  
opportunity	  to	  re-­‐engage	  with	  this	  inherent	  creative	  force:	  ‘In	  an	  atmosphere	  of	  work	  freed	  
from	  most	  preconceptions,	  students	  reproduced	  their	  own	  versions	  of	  many	  of	  the	  
conventions	  of	  their	  folk	  art’.68	  	  Referencing	  Gyorgy	  Kepes’	  Language	  of	  Vision	  (1944)	  in	  
relation	  to	  the	  search	  for	  fundamental	  issues	  of	  form	  and	  relationship	  in	  basic	  design	  
teaching,	  Beier	  continues:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
64	  The	  exhibition	  Popular	  Art	  of	  Africa	  took	  place	  from	  17th	  February	  –	  13th	  March	  1965.	  	  Beinart’s	  lecture	  
‘African	  Popular	  Art:	  the	  Art	  of	  the	  Unprofessional’	  took	  place	  on	  3rd	  March	  1965.	  	  Other	  related	  activites	  at	  the	  
ICA	  in	  this	  period	  include	  a	  series	  of	  plays	  produced	  by	  The	  Transcription	  Centre	  and	  performed	  at	  the	  ICA	  in	  
January	  and	  May	  1965,	  and	  three	  evenings	  of	  ethnographic	  Films	  on	  Africa	  introduced	  by	  Jean	  Rouch,	  following	  
the	  themes	  of	  ‘Traditional	  Africa’,	  ‘Africa	  Between	  Two	  Worlds’	  and	  ‘Modern	  Africa’,	  which	  took	  place	  in	  
January	  and	  March	  1965..	  
65	  ICA	  Bulletin,	  February	  1963	  (TGA955/14/16).	  
66	  Julian	  Beinart,	  ‘Visual	  Education	  for	  Emerging	  Cultures:	  The	  African	  Opportunity’	  in	  Education	  of	  Vision,	  ed.	  
Gyorgy	  Kepes	  (New	  York:	  George	  Braziller,	  1965),	  187.	  
67	  Ibid.	  
68	  Ibid.,	  196.	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In	  the	  African	  situation,	  the	  student	  does	  not	  have	  as	  much	  which	  must	  be	  broken	  
down.	  	  He	  comes	  from	  a	  society	  which	  expresses	  in	  its	  folk	  art	  its	  wide	  grasp	  of	  
elementary	  visual	  principles.	  	  Consequently,	  basic	  design	  teaching	  seems	  not	  only	  
to	  effect	  a	  quicker	  release,	  but	  it	  returns	  people	  to	  the	  visual	  roots	  of	  their	  society,	  
and	  in	  doing	  so,	  seems	  likely	  to	  have	  a	  more	  lasting	  result.	  	  People	  then	  seem	  to	  
revert	  to	  the	  firm	  folk	  base	  of	  their	  culture,	  of	  which	  they	  are	  still	  part	  and	  on	  
which	  they	  can	  then	  happily	  innovate.69	  	  
	  
For	  Beinart	  the	  connection	  between	  art	  and	  society	  was	  crucial,	  representing	  an	  
opportunity	  for	  Africa	  and	  ‘similar	  emerging	  cultures’	  to	  ‘use	  a	  living	  folk	  art	  as	  a	  
framework	  within	  which	  individuals	  may	  invent	  personal	  expressions	  […]	  in	  so	  doing	  they	  
will	  never	  be	  left	  far	  from	  the	  main	  cultural	  stream	  of	  their	  own	  society’,	  contributing	  to	  
their	  own	  national	  culture	  ‘as	  did	  many	  of	  their	  ancestors’.70	  	  He	  concludes	  by	  quoting	  
William	  Fagg’s	  hope	  that	  Africa	  will	  ‘preserve	  the	  intuitive	  judgement	  that	  Europe	  lost	  so	  
long	  ago	  […]	  African	  culture	  still	  preserves	  here	  and	  there	  in	  its	  traditional,	  but	  not	  its	  
‘contemporary’	  art,	  the	  intuitive	  vision	  which	  is	  virtually	  absent	  from	  modern	  art.	  	  There	  is	  
still	  time	  for	  Africans	  to	  save	  it’.71	  	  Thus,	  Beinart	  connects	  the	  aspirations	  of	  the	  summer	  
school	  workshops	  with	  ideas	  Fagg	  had	  been	  advocating	  since	  the	  discussions	  generated	  by	  
40,000	  Years	  of	  Modern	  Art	  at	  the	  ICA	  in	  1948.	  	  An	  assumed	  dichotomy	  between	  ‘the	  
artistic	  achievements	  of	  complex	  industrial	  civilizations’	  and	  the	  ‘traditional	  idioms	  of	  
surviving	  tribal	  artists’	  was	  reinforced	  by	  Kepes	  in	  his	  introduction	  to	  Education	  in	  Vision.	  	  
Here,	  Kepes	  reflects	  on	  the	  ‘great	  danger	  that	  the	  values	  of	  early	  cultures	  will	  be	  sacrificed	  
altogether	  to	  the	  advance	  of	  the	  industrial	  civilization.	  	  The	  challenge	  consists	  in	  attending	  
to	  their	  mutual	  assimilation	  and	  so	  preserving	  the	  early	  artistic	  values	  without	  rejecting	  the	  
new	  scientific	  horizon’.72	  	  Kepes	  and	  Beinart’s	  commentaries	  indicate	  a	  complex	  
relationship	  between	  primitivism	  and	  new	  visions	  of	  the	  connection	  between	  art	  and	  
society.	  	  In	  this	  context	  the	  significance	  of	  traditional	  or	  ‘folk’	  art	  continued	  to	  be	  
reanimated	  for	  artists	  at	  the	  ICA.	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
69	  Ibid.,	  198.	  	  In	  support	  of	  this	  summary,	  Beinart	  quotes	  from	  Duerden’s	  report	  on	  the	  summer	  school	  in	  
Nigeria	  for	  West	  African	  Review,	  published	  in	  1962,	  in	  which	  he	  draws	  a	  similar	  conclusion.	  
70	  Ibid.,	  198,	  200.	  
71	  Ibid.,	  200.	  	  Beinart	  is	  quoting	  from	  Fagg’s	  lecture	  ‘Observations	  on	  African	  Tradition’,	  given	  at	  the	  conference	  
L’Afrique	  et	  la	  Civilisation	  Contemporaine,	  Venice,	  September	  1961.	  	  
72	  Gyorgy	  Kepes	  ‘Introduction’	  in	  Education	  of	  Vision,	  ed.	  Gyorgy	  Kepes	  (New	  York:	  George	  Braziller,	  1965),	  
unpaginated.	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Fig.42.	  ‘Paper	  collage	  by	  Mrs	  CY	  Talabi,	  teacher	  at	  IDTCC,	  Okun-­‐owa’,	  photograph	  by	  Julian	  Beinart	  
1962,	  exhibited	  in	  Popular	  Art	  of	  Africa	  and	  reproduced	  in	  the	  ICA	  Bulletin,	  February	  1963.	  
	  
The	  extension	  of	  these	  ideas	  to	  the	  work	  of	  contemporary	  artists	  from	  Africa	  
continued	  to	  be	  celebrated	  at	  the	  ICA	  until	  the	  early	  1970s.	  	  For	  example,	  in	  1967	  the	  ICA	  
collaborated	  with	  the	  Mbari	  Mbayo	  Club	  in	  Osogbo	  and	  the	  Transcription	  Centre	  to	  present	  
the	  exhibition	  Contemporary	  Art	  from	  Africa,	  which	  included	  31	  works	  by	  Jimo	  Akolo,	  
Michael	  Bandele,	  Yemi	  Bisiri,	  Adebisi	  Fabunmi,	  Rufus	  Ogundele,	  Asiru	  Olatunde,	  Muraina	  
Oyelami,	  Twins	  Seven-­‐Seven	  and	  Ibrahim	  El-­‐Salahi.	  	  With	  the	  exception	  of	  Ibrahim	  El-­‐Salahi,	  
all	  of	  the	  artists	  were	  from	  Nigeria.	  	  Beier’s	  introduction	  to	  the	  exhibition	  opens	  by	  
describing	  the	  degeneration	  of	  traditional	  African	  sculpture	  (‘about	  a	  generation	  after	  it	  
was	  discovered	  and	  appreciated	  by	  European	  artists	  at	  the	  beginning	  of	  this	  century’)	  due	  
to	  social,	  economic	  and	  political	  changes,	  which	  had	  resulted	  in	  either	  artists	  stopping	  
working	  altogether	  or	  in	  the	  formation	  of	  cooperatives	  producing	  ‘tourist	  kitsch’	  and	  
‘expert	  forgeries’.73	  	  In	  contrast	  to	  this,	  Beier	  groups	  the	  exhibiting	  artists	  into	  three	  main	  
types	  as	  an	  indication	  of	  ‘the	  wide	  range	  of	  artistic	  activity	  going	  on	  in	  Africa	  today’,	  while	  
stating	  that	  his	  overview	  makes	  no	  attempt	  to	  be	  comprehensive.74	  	  Bisiri	  and	  Bandele	  are	  
presented	  as	  working	  in	  an	  entirely	  traditional	  context	  while	  at	  the	  same	  time	  arriving	  at	  an	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
73	  Ulli	  Beier	  ‘Introduction’,	  Contemporary	  Art	  from	  Africa,	  exhibition	  catalogue,	  London:	  ICA,	  1965,	  unpaginated.	  	  	  
74	  Ibid.	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individual	  style.	  	  Akolo	  and	  El-­‐Salahi	  represent	  a	  new	  generation	  of	  trained	  artists	  working	  
‘outside	  the	  community’	  to	  achieve	  individual,	  personal	  standards	  ‘like	  any	  modern	  
European	  artist’.	  	  However,	  their	  art	  school	  training	  meant	  that	  ‘they	  had	  to	  unlearn	  a	  great	  
deal	  in	  order	  to	  rediscover	  their	  original	  vision,	  now	  overlaid	  with	  many	  alien	  ideas’.75	  	  The	  
third	  group	  are	  artists	  from	  Osogbo,	  including	  Ogundele,	  Fabunmi,	  Oyelami	  and	  Seven-­‐
Seven,	  all	  of	  whom	  emerged	  from	  Georgina	  Beier’s	  summer	  school	  workshop	  in	  1963.	  	  The	  
artists’	  relationships	  with	  both	  tradition	  and	  a	  culturally	  inherent	  creative	  force	  can	  be	  
recognized	  as	  the	  guiding	  principles	  in	  Beier’s	  appraisal	  of	  artistic	  activity	  in	  Africa,	  within	  
what	  was	  a	  small	  and	  closely	  integrated	  network	  of	  practitioners.	  	  	  
	  
	  	  	  	  	  	   	  
Fig.43.	  Rufus	  Ogundele,	  Sacrifice	  to	  the	  God	  of	  Iron,	  1965,	  oil,	  122cm	  x	  110cm.	  	  	  
Fig.44.	  Yemi	  Bisiri,	  Mother	  Earth	  and	  Children,	  brass,	  h.11cm,	  date	  not	  recorded.	  	  	  
	  
With	  the	  exception	  of	  Michael	  Bandele,	  all	  of	  the	  artists	  from	  the	  1967	  ICA	  show	  were	  
included	  in	  Contemporary	  African	  Art	  at	  Camden	  Arts	  Centre	  in	  1969,	  which	  is	  often	  cited	  
as	  the	  first	  major	  exhibition	  of	  contemporary	  African	  art	  in	  London.	  	  The	  short	  text	  that	  
Penrose	  contributed	  to	  the	  catalogue	  for	  the	  Camden	  exhibition	  reflects	  his	  allegiance	  with	  
the	  views	  expressed	  by	  McEwen,	  Beier,	  Beinart	  and	  Fagg.	  	  For	  example,	  having	  discussed	  
the	  ‘tragic	  disappearance	  of	  tribal	  traditions’,	  Penrose	  concludes	  his	  text	  as	  follows:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
75	  Ibid.	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We	  realize	  that	  the	  danger	  of	  the	  complete	  disappearance	  of	  the	  potent	  magic,	  the	  
life	  force	  of	  African	  art	  is	  very	  great	  owing	  to	  the	  increasing	  insensibility	  and	  apathy	  
among	  Europeans	  and	  Africans	  alike	  in	  the	  rise	  of	  the	  newly	  mechanized	  
commercial	  society.	  	  On	  the	  other	  hand	  it	  is	  said	  that	  art	  is	  fundamentally	  
international	  which	  implies	  that	  its	  local	  character	  is	  weakened	  everywhere.	  	  
Between	  these	  two	  menacing	  conditions	  African	  art	  still	  exists	  but	  it	  is	  too	  soon	  
and	  Africa	  is	  too	  vast	  for	  us	  to	  look	  for	  the	  emergence	  of	  a	  neo-­‐African	  Style.	  	  But	  if	  
we	  still	  believe	  in	  art	  as	  a	  necessary	  form	  of	  human	  expression,	  individual	  as	  well	  as	  
corporate,	  we	  need	  more	  than	  ever	  the	  instinctive	  vitality	  of	  African	  art	  to	  
reanimate	  our	  own	  endeavors	  and	  we	  should	  know	  how	  to	  co-­‐operate	  with	  
Africans	  in	  their	  difficult	  period	  of	  transition	  from	  tribal	  art	  to	  the	  new	  demands	  of	  
contemporary	  life.76	   	   	  
The	  main	  introduction	  to	  the	  catalogue	  written	  by	  Jacqueline	  Delange	  and	  Philip	  Fry	  is	  
more	  nuanced	  and	  reflective	  in	  its	  assessment	  of	  the	  problems	  generated	  by	  attempting	  an	  
overview	  of	  contemporary	  African	  art,	  however	  McEwen	  and	  Beier’s	  ideology	  remains	  
central	  to	  the	  exhibition,	  reflecting	  the	  strength	  of	  their	  influence	  in	  this	  field	  at	  this	  time.77	  	  	  
	  
Fig.45.	  Frank	  Bowling,	  Big	  Bird,	  1965,	  oil	  on	  canvas,	  183	  x	  366cm,	  University	  of	  Liverpool	  Collection.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
76	  Roland	  Penrose,	  ‘Messages’,	  Contemporary	  African	  Art,	  exhibition	  catalogue	  (London:	  Camden	  Arts	  Centre,	  
1969),	  4.	  
77	  Both	  McEwen	  and	  Duerden	  contributed	  essays	  to	  the	  catalogue.	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The	  contradictions	  at	  work	  between	  this	  definition	  of	  contemporary	  art	  in	  Africa	  
and	  the	  work	  of	  artists	  attempting	  to	  establish	  themselves	  in	  an	  international	  arena	  of	  
modern	  artistic	  practice	  did	  not	  go	  unnoticed.	  	  In	  1966	  the	  Nigerian	  artist	  Ben	  Enwonwu	  
described	  art	  critics	  like	  Dennis	  Duerden	  as	  being	  out	  of	  touch	  with	  the	  rapid	  social,	  
economic,	  educational	  and	  religious	  changes	  taking	  place	  in	  African	  countries.	  	  Arguing	  for	  
the	  importance	  of	  self-­‐definition	  in	  discussions	  about	  ‘African	  Art’,	  Enwonwu	  states	  that	  
the	  ‘critic	  must	  know	  the	  mind	  of	  the	  artist	  whose	  works	  he	  writes	  about’.78	  	  Enwonwu’s	  
frustration	  with	  Duerden	  highlights	  the	  selective	  nature	  of	  the	  debate	  about	  African	  art	  
that	  took	  place	  at	  the	  ICA.	  	  In	  a	  similar	  vein,	  Frank	  Bowling,	  writing	  in	  1970,	  described	  Ulli	  
Beier’s	  account	  of	  the	  Osogbo	  workshops	  in	  Contemporary	  Art	  in	  Africa	  (1968)	  as	  ‘a	  really	  
frightful	  example	  of	  [a]	  well-­‐intentioned	  European	  meddling	  in	  the	  education	  of	  African	  
artists,	  to	  judge	  from	  the	  evidence	  of	  the	  works	  illustrated	  in	  the	  book.	  	  When	  last	  heard	  of,	  
Mr	  Beier	  was	  off	  to	  the	  South	  Seas,	  no	  doubt	  to	  discover	  more	  native,	  unspoiled	  talent’.79	  	  
Bowling	  was	  acutely	  aware	  of	  the	  prejudices	  that	  continued	  to	  operate	  in	  the	  British	  arts	  
establishment.	  	  For	  example,	  when	  he	  questioned	  his	  exclusion	  from	  the	  1964	  New	  
Generation	  exhibition	  at	  the	  Whitechapel	  he	  had	  been	  told	  (by	  Bryan	  Robertson)	  that	  
‘England	  is	  not	  yet	  ready	  for	  a	  gifted	  artist	  of	  colour’.80	  	  Two	  years	  later,	  Bowling’s	  diptych	  
Big	  Bird	  was	  selected	  by	  Penrose	  for	  the	  contemporary	  art	  exhibition	  at	  the	  First	  World	  
Festival	  of	  Negro	  Arts	  in	  Dakar,	  where	  it	  won	  first	  prize.	  	  Fagg	  had	  played	  a	  major	  role	  in	  
organizing	  the	  Festival	  and	  described	  this	  section	  as	  ‘an	  exhibition	  of	  painting	  and	  sculpture	  
by	  contemporary	  Negro	  artists	  in	  Africa	  and	  elsewhere’.81	  	  Penrose	  had	  selected	  work	  by	  
Bowling,	  Aubrey	  Williams,	  Uzo	  Ogonu	  and	  Ronald	  Moody	  as	  Britain’s	  contribution.82	  	  	  The	  
pressure	  to	  exhibit	  his	  work	  in	  an	  environment	  where	  it	  had	  been	  selected	  primarily	  
because	  of	  his	  race	  and	  connections	  with	  Guyana	  was	  frustrating	  for	  Bowling	  and	  
contributed	  to	  his	  decision	  to	  leave	  England	  for	  the	  United	  States	  in	  1966.83	  	  By	  the	  1970s	  
the	  exclusive	  conditions	  of	  the	  arts	  establishment	  in	  London	  were	  becoming	  increasingly	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
78	  Ben	  Enwonwu,	  ‘The	  African	  View	  of	  Art	  and	  Some	  Problems	  Facing	  the	  African	  Artist’	  in	  Colloquium	  on	  Negro	  
Art	  (Paris:	  Editions	  Présence	  Africaine,	  1966),	  423.	  	  Ben	  Enwonwu	  was	  a	  member	  of	  the	  ICA.	  
79	  Frank	  Bowling,	  Writings:	  Black	  Life	  and	  Culture,	  1970	  
http://frankbowling.blogspot.co.uk/1970/01/untitled.html,	  accessed	  August	  2015.	  
80	  This	  comment	  was	  recalled	  by	  Bowling	  in	  a	  conversation	  with	  Rasheed	  Araeen	  and	  is	  quoted	  in	  The	  Other	  
Story,	  exhibition	  catalogue,	  ed.	  Rasheed	  Araeen	  (London:	  South	  Bank	  Centre,	  1989),	  40.	  	  	  
81	  	  Fagg,	  ‘The	  Negro	  Arts:	  Preparing	  for	  the	  Dakar	  Festival’	  (1966),	  410.	  
82	  Fagg	  and	  Penrose	  had	  also	  hoped	  to	  include	  sculpture	  from	  McEwen’s	  Workshop	  School	  ‘under	  the	  wing	  of	  
the	  United	  Kingdom	  Committee’	  but	  political	  turmoil	  surrounding	  the	  Unilateral	  Declaration	  of	  Independence	  in	  
Rhodesia	  had	  meant	  this	  was	  not	  possible.	  Ibid.,	  422.	  	  
83	  “I	  began	  to	  feel	  I	  was	  being	  isolated	  from	  my	  peers	  because	  I	  was	  black.	  It	  seemed	  that	  everyone	  was	  
expecting	  me	  to	  paint	  some	  kind	  of	  protest	  art	  out	  of	  post-­‐colonial	  discussion.	  I	  resented	  being	  pre-­‐packaged,	  
as	  though	  put	  in	  a	  trick	  bag,	  and	  I	  had	  to	  fight	  my	  way	  out.”	  	  Frank	  Bowling,	  quoted	  in	  Colin	  Gleadell,	  ‘Victory	  for	  
‘a	  gifted	  artist	  of	  colour’,	  79’,	  The	  Telegraph,	  11th	  March	  2013.	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pronounced,	  with	  ethnic	  and	  racial	  identity	  dominating	  the	  interpretation	  of	  Black	  artists’	  
work.	  	  Eddie	  Chambers	  has	  acknowledged	  the	  sense	  of	  regression	  that	  this	  embodied:	  	  
With	  increasingly	  rare	  exceptions,	  the	  mixed	  exhibitions	  that	  characterised	  the	  
profile	  of	  artists	  such	  as	  Bowling,	  Chandra	  and	  Williams	  were	  already	  becoming	  a	  
matter	  of	  history	  and	  for	  history.	  	  Over	  time,	  Black	  artists	  found	  the	  particularities	  
of	  their	  ethnic	  and	  racial	  identities	  counting	  for	  more	  and	  more,	  in	  an	  art	  world	  
seemingly	  increasingly	  reluctant	  to	  accord	  them	  full	  respect	  as	  unique	  and	  
individual	  practitioners.	  	  By	  the	  time	  the	  1970s	  came	  to	  a	  close,	  only	  a	  very	  small	  
number	  of	  Black	  artists	  were	  exhibiting,	  on	  occasion,	  outside	  of	  racially	  or	  
ethnically	  specific	  exhibition	  contexts.84	   	  
Reaffirmations	  at	  the	  ICA	  of	  an	  inevitable	  and	  culturally	  inherent	  connection	  
between	  traditional	  art	  and	  the	  work	  of	  contemporary	  practitioners,	  particularly	  those	  with	  
connections	  to	  Africa,	  were	  integral	  to	  this	  shift.	  	  Rather	  than	  focusing	  on	  the	  ideas	  
explored	  by	  individual	  artists	  and	  the	  influences	  of	  their	  specific	  cultural	  backgrounds,	  the	  
ICA’s	  exhibitions	  of	  contemporary	  art	  from	  Africa	  were	  driven	  by	  attempts	  to	  define	  and	  
nurture	  a	  generic	  category	  of	  African	  or	  ‘Negro’	  art	  in	  London.	  	  As	  Penrose’s	  sentimental	  
summary	  for	  the	  Camden	  Art	  Centre	  exhibition	  reflects,	  this	  was	  underpinned	  by	  a	  sense	  
that	  the	  vital	  force	  of	  African	  art	  needed	  to	  be	  protected	  from	  the	  ‘two	  menacing	  
conditions’	  of	  mechanized	  commercial	  society	  and	  internationalism,	  and	  that	  the	  
‘instinctive	  vitality	  of	  African	  art’	  could	  continue	  to	  ‘reanimate	  our	  own	  endeavors’.85	  	  
William	  Fagg’s	  firmly	  held	  belief	  that	  African	  art	  retains	  a	  timeless	  intuitive	  vision,	  lost	  in	  
Europe,	  was	  crucial	  to	  this	  definition	  of	  contemporary	  African	  art,	  as	  Julian	  Beinart	  makes	  
clear	  in	  his	  1965	  essay	  for	  Education	  of	  Vision.	  	   	   	   	   	   	  
	   The	  possibility	  of	  a	  connecting,	  intuitive	  vision	  clearly	  remained	  an	  important	  
concept	  for	  many	  of	  the	  artists	  associated	  with	  the	  ICA	  throughout	  the	  1960s	  as	  they	  
explored	  the	  relationship	  between	  art	  and	  society.	  	  Thus,	  at	  the	  ICA	  a	  connection	  continued	  
to	  be	  envisaged	  between	  the	  ‘vital	  force’	  of	  ethnographic	  objects	  -­‐	  variously	  defined	  as	  
primitive,	  tribal	  or	  archaic	  –	  and	  the	  experimental	  practices	  of	  artists	  like	  Paolozzi.	  	  This	  was	  
addressed	  directly	  in	  Roland	  Penrose	  and	  Robert	  Melville’s	  introduction	  to	  the	  ICA’s	  first	  
exhibition	  in	  their	  new	  premises	  in	  the	  Mall	  in	  1968,	  a	  group	  exhibition	  titled	  The	  Obsessive	  
Image	  1960-­‐1968.	  	  Penrose	  described	  the	  show	  as	  ‘a	  stock-­‐taking	  of	  our	  human	  condition’,	  
bringing	  together	  73	  contemporary	  artists’	  different	  approaches	  to	  the	  human	  image.	  	  The	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
84	  Chambers	  (2014),	  41.	  
85	  Penrose,	  Contemporary	  African	  Art	  (1969),	  4.	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exhibition	  included	  107	  works,	  mainly	  paintings,	  collages	  and	  assembled	  sculptures	  by	  
artists	  whose	  work	  the	  ICA	  has	  promoted	  over	  the	  past	  twenty	  years.86	  	  Penrose	  elaborated	  
on	  the	  purpose	  of	  this:	  
In	  this	  runaway	  world	  we	  ask	  anxiously	  what	  is	  to	  become	  of	  man	  himself.	  	  We	  look	  
to	  the	  artist	  to	  see	  into	  the	  fog	  and	  to	  find	  new	  sensibility	  which	  can	  guide	  us	  to	  a	  
new	  understanding	  of	  life.87	  
Melville	  describes	  the	  selection	  of	  works	  as	  sustaining	  ‘the	  thread	  of	  Surrealist	  risk	  that	  
links	  all	  the	  truly	  human	  images	  of	  our	  time’.	  	  Although	  this	  exhibition	  only	  included	  
modern	  works,	  Melville	  draws	  out	  comparisons	  with	  the	  juxtapositions	  of	  modern	  and	  
‘tribal	  art’	  in	  40,000	  Years	  of	  Modern	  Art:	  	  
We	  discovered	  that	  there	  were	  no	  barriers	  to	  be	  crossed;	  a	  multi-­‐racial	  society,	  
spanning	  time	  and	  space,	  formed	  under	  our	  eyes.	  	  In	  one	  sense	  it	  was	  a	  triumph	  of	  
the	  collage	  principle,	  in	  another,	  a	  pungent	  foretaste	  of	  what	  McLuhan	  calls	  the	  
‘primordial	  feeling,	  the	  tribal	  emotions	  from	  which	  a	  few	  centuries	  of	  literacy	  
divorced	  us’.88	  
This	  line	  of	  the	  ICA’s	  enquiry	  into	  a	  universal	  human	  condition	  evolved	  and	  
ultimately	  began	  to	  unravel	  over	  the	  course	  of	  the	  1970s	  as	  artists	  and	  anthropologists	  
called	  for	  a	  more	  rigorous	  and	  direct	  engagement	  with	  the	  diverse	  realities	  of	  lived	  
experience.	  	  As	  part	  of	  this,	  the	  romanticized	  connections	  between	  primitive	  and	  modern	  
societies	  and	  their	  arts	  that	  had	  sustained	  the	  ICA’s	  enthusiasm	  for	  ‘tribal	  art’	  were	  
challenged.	  	  The	  assumptions	  that	  had	  been	  made	  about	  artists’	  relationships	  with	  
traditional	  cultural	  practices	  became	  part	  of	  a	  volatile	  debate	  about	  cultural	  representation	  
in	  Britain.	  	  This	  changed	  the	  relevance	  of	  ethnographic	  objects	  for	  artists	  and	  generated	  
new	  questions	  about	  the	  purpose	  of	  ethnographic	  museums.	  	  Concurrently,	  in	  the	  1970s	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
86	  Artists	  included	  Francis	  Bacon,	  Frank	  Bowling,	  Jean	  Dubuffet,	  Richard	  Hamilton,	  Yves	  Klein,	  Bruce	  Lacey,	  
Henry	  Moore,	  Robert	  Rauschenberg,	  Paul	  Thek	  and	  Andy	  Warhol,	  amongst	  others.	  	  Paolozzi	  exhibited	  his	  print	  
series	  General	  Dynamic	  F.U.N	  (1966-­‐8)	  as	  a	  slide	  show.	  	  For	  a	  full	  list	  of	  participating	  artists	  see	  The	  Obsessive	  
Image	  1960-­‐1968,	  exhibition	  catalogue	  (London:	  ICA,	  1968),	  57-­‐68.	  
87	  Roland	  Penrose,	  ‘Foreword’,	  The	  Obsessive	  Image	  (1968),	  3.	  	  Penrose’s	  reference	  to	  a	  ‘runaway	  world’	  echoes	  
Edmund	  Leach’s	  popular	  Reith	  lecture	  series,	  ‘A	  Runaway	  World’	  in	  1967,	  in	  which	  he	  encouraged	  his	  listeners	  
to	  engage	  with	  their	  role	  as	  participants	  of	  society,	  rather	  than	  observers.	  	  Leach	  continued	  to	  contribute	  to	  
debates	  at	  the	  ICA	  in	  the	  1960s,	  notably	  he	  gave	  a	  lecture	  introducing	  Lévi-­‐Strauss’	  work	  in	  1967,	  titled	  'Culture	  
and	  Nature	  in	  the	  Thought	  of	  Lévi-­‐Strauss'.	  	  This	  lecture	  focussed	  on	  social	  structures	  and	  makes	  no	  direct	  
references	  to	  art	  or	  material	  culture.	  	  Edmund	  Leach	  lecture	  notes	  (Edmund	  Leach	  Papers,	  Kings	  College	  Archive	  
ERL/2/60).	  
88	  Robert	  Melville,	  ‘Foreword’,	  The	  Obsessive	  Image	  (1969),	  4.	  	  Melville	  quotes	  from	  Marshall	  McLuhan’s	  
popular	  book	  The	  Medium	  is	  the	  Massage,	  published	  in	  1967,	  which	  emphasised	  the	  communicative	  power	  of	  
media	  (as	  opposed	  to	  content),	  proposing,	  amongst	  other	  things	  that	  media	  can	  be	  seen	  as	  “extensions”	  of	  the	  
body	  and	  its	  cognitive	  functions.	  Marshall	  McLuhan,	  The	  Medium	  is	  the	  Massage	  (London:	  Penguin,	  1967).	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academic	  anthropologists	  were	  becoming	  increasingly	  interested	  in	  material	  culture,	  
reanimating	  critical	  enquiries	  into	  the	  significance	  of	  ethnographic	  museum	  collections.	  	  
Leach	  became	  an	  important	  voice	  in	  this	  field	  and	  his	  challenges	  to	  Fagg’s	  approach	  to	  
ethnographic	  objects	  had	  a	  direct	  impact	  on	  activities	  at	  the	  British	  Museum.	  	  The	  
remaining	  two	  chapters	  of	  this	  thesis	  examine	  these	  changing	  conditions	  and	  the	  tensions	  
that	  were	  at	  stake.	  	  My	  intention	  is	  to	  bring	  into	  view	  the	  new	  cultural	  environment	  that	  
shaped	  the	  conception	  and	  reception	  of	  Paolozzi’s	  collaborative	  exhibition	  project	  with	  the	  
British	  Museum’s	  ethnography	  department	  in	  1985.	  	  In	  this	  context,	  his	  assemblage-­‐based	  
practice	  was	  interpreted	  in	  new,	  conflicting	  ways.	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CHAPTER	  4	  	  
Artists,	  Ethnography	  and	  Resistance	  in	  the	  1970s	  
In	  the	  1970s	  collections	  of	  ethnographic	  objects	  took	  on	  new	  associations	  for	  artists	  in	  
London,	  amidst	  changing	  definitions	  of	  art	  practice,	  anthropology	  and	  volatile	  debates	  
about	  cultural	  representation.	  	  In	  this	  chapter	  I	  discuss	  how	  this	  was	  manifested	  in	  the	  
work	  of	  David	  Medalla,	  Rasheed	  Araeen	  and	  Susan	  Hiller,	  artists	  who	  went	  on	  to	  become	  
dominant	  forces	  in	  the	  ‘new	  internationalism’	  movement	  in	  the	  visual	  arts	  in	  London	  in	  the	  
late	  1980s	  and	  1990s.1	  	  The	  ways	  that	  these	  artists	  engaged	  with	  their	  environment	  
incorporated	  a	  mode	  of	  direct,	  critical	  reflexivity	  about	  their	  own	  cultural	  identity.	  	  This	  
departed	  from	  earlier	  experiments	  with	  assemblage	  and	  helps	  to	  position	  the	  changing	  
relevance	  of	  Paolozzi’s	  approach	  for	  a	  new	  generation	  of	  creative	  practitioners.	  	  	  	  
	   The	  new	  relationships	  that	  developed	  between	  artists	  and	  anthropologists	  in	  this	  
context	  were	  complex.	  	  To	  draw	  together	  some	  of	  the	  different	  approaches	  that	  were	  at	  
stake	  this	  chapter	  focuses	  on	  a	  series	  of	  discussion	  programmes	  that	  took	  place	  at	  the	  ICA	  
in	  the	  1970s	  and	  the	  exhibitions	  associated	  with	  them.2	  	  In	  what	  follows	  I	  will	  introduce	  the	  
influence	  of	  Jonathan	  Benthall,	  a	  writer	  who	  worked	  for	  the	  ICA	  in	  the	  early	  1970s,	  before	  
becoming	  Director	  of	  the	  Royal	  Anthropological	  Institute	  in	  1974.	  	  The	  ‘Body	  as	  a	  Medium	  
of	  Expression’	  programme,	  led	  by	  Benthall	  at	  the	  ICA	  in	  1972-­‐3,	  will	  be	  used	  to	  introduce	  
the	  changing	  status	  of	  anthropology	  and	  its	  objects	  at	  the	  Institute.	  	  This	  was	  evident	  in	  the	  
different	  approaches	  taken	  in	  two	  of	  the	  exhibitions	  that	  were	  part	  of	  this	  programme:	  
Shona	  Sculptors	  of	  Rhodesia	  (1972),	  a	  display	  of	  work	  from	  Frank	  McEwen’s	  workshop	  
school,	  and	  David	  Medalla’s	  project	  People	  Weave	  a	  House!	  (1972).	  	  When	  Benthall	  was	  
appointed	  Director	  of	  the	  RAI	  in	  1974,	  his	  cross-­‐cultural,	  cross-­‐disciplinary	  approach	  
prompted	  Edmund	  Leach	  to	  reassert	  the	  supposedly	  neutral	  position	  of	  the	  anthropologist	  
and	  the	  value	  of	  retaining	  anthropology’s	  traditional	  focus	  on	  ‘other’	  cultures.	  	  Given	  
Leach’s	  influence	  on	  the	  emerging	  anthropology	  of	  art	  and	  new	  interpretations	  of	  
ethnography	  at	  the	  British	  Museum,	  the	  tensions	  between	  his	  approach	  and	  that	  of	  
Benthall,	  Medalla	  and	  Araeen	  will	  be	  examined	  in	  detail	  in	  this	  chapter.	  	  This	  provides	  an	  
important	  context	  for	  the	  1976	  Anthropology	  and	  Art	  lecture	  programme	  at	  the	  ICA,	  which	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  For	  an	  early	  overview	  of	  this	  movement	  see	  Jean	  Fisher,	  ed.,	  Global	  Visions:	  Towards	  a	  New	  Internationalism	  
in	  the	  Visual	  Arts	  (London:	  Kala	  Press,	  1994).	  
2	  John	  A.	  Walker	  provides	  a	  useful	  overview	  of	  the	  broader	  political	  and	  cultural	  contexts	  in	  which	  these	  
debates	  took	  place.	  	  See	  John	  A.	  Walker,	  Left	  Shift:	  Radical	  Art	  in	  1970s	  Britain	  (London	  and	  New	  York:	  IB	  
Taurus),	  2002.	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sought	  to	  improve	  communication	  between	  the	  two	  disciplines.	  	  The	  programme	  included	  
lectures	  to	  accompany	  the	  Hayward	  Gallery	  exhibition	  Sacred	  Circles:	  Two	  Thousand	  Years	  
of	  North	  American	  Art	  (1976),	  a	  project	  in	  which	  the	  British	  Museum’s	  Ethnography	  
Department	  was	  closely	  involved.	  	  The	  relationship	  between	  this	  programme	  and	  an	  
exhibition	  organised	  at	  Medalla’s	  Artists	  for	  Democracy	  project	  space	  in	  reaction	  to	  Sacred	  
Circles	  introduces	  the	  alternative	  debates	  that	  were	  taking	  place	  amongst	  artists	  and	  
activists	  about	  the	  politics	  of	  cultural	  representation	  and	  the	  agency	  of	  ‘non-­‐Western’	  
artists.	  	  For	  artists	  working	  in	  this	  context,	  ethnographic	  objects	  became	  part	  of	  asserting	  a	  
non-­‐Western	  identity	  as	  a	  position	  of	  resistance	  to	  the	  conditions	  of	  Western	  capitalist	  
society.	  	  The	  fact	  that	  many	  of	  these	  discussions	  took	  place	  beyond	  the	  ICA	  in	  this	  period	  
reflects	  the	  changing	  position	  of	  the	  Institute	  itself,	  which	  was	  becoming	  an	  increasingly	  
integrated	  part	  of	  the	  British	  arts	  establishment.3	  	  In	  practice,	  this	  meant	  that	  while	  the	  
Institute	  continued	  to	  present	  influential	  and	  controversial	  exhibitions	  and	  discussions	  in	  
this	  period,	  its	  activities	  were	  displaced	  by	  alternative	  artist-­‐led	  spaces	  and	  projects	  that	  
were	  more	  overtly	  experimental,	  political	  and	  critical	  of	  the	  establishment.	  	  	   	  
	   	  	  
‘The	  Body	  as	  a	  Medium	  of	  Expression’,	  1972-­‐3	   	  
In	  the	  Summer	  1972	  edition	  of	  Studio	  International	  Jonathan	  Benthall	  introduced	  the	  
forthcoming	  Body	  as	  a	  Medium	  of	  Expression	  programme	  at	  the	  ICA	  as	  ‘the	  first	  of	  its	  kind	  
to	  be	  attempted	  by	  any	  institution	  –	  consisting	  of	  lectures,	  performances,	  workshops,	  
demonstrations	  and	  exhibitions’.4	  	  It	  would	  aim	  to	  explore	  the	  body’s	  role	  ‘in	  interactional	  
contexts	  as	  a	  mechanical,	  topographic	  and	  symbolic	  complex,’	  with	  a	  lecture	  series	  that	  
would	  subject	  specialist	  research	  in	  this	  field	  to	  ‘sociological	  and	  anthropological	  critique’.5	  	  
Interest	  in	  this	  topic	  amongst	  creative	  practitioners	  was	  strong,	  with	  many	  artists	  exploring	  
embodied	  rather	  than	  purely	  visual	  experiences.	  	  Benthall	  lists	  artists	  whose	  work	  he	  felt	  
demonstrated	  this,	  including	  Yves	  Klein,	  Piero	  Manzoni,	  the	  Weiner	  Aktionismus,	  Lygia	  
Clark,	  Vito	  Acconci,	  Gilbert	  and	  George,	  Bruce	  Nauman,	  Dan	  Graham,	  and	  Stuart	  Brisley.6	  	  
The	  Body	  as	  a	  Medium	  of	  Expression	  programme	  of	  events	  sought	  to	  generate	  a	  rigorous	  
interdisciplinary	  discussion	  around	  this	  topic,	  as	  part	  of	  an	  enquiry	  into	  human	  nature.	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3	  In	  1968	  the	  ICA	  had	  moved	  into	  what	  were	  described	  by	  Charles	  Harrison,	  editor	  of	  Studio	  International,	  in	  
1971	  as	  ‘truly	  institutional	  premises’	  in	  the	  Mall,	  marking	  ‘the	  rapid	  decline	  of	  the	  ICA	  into	  failure	  and	  frivolity’.	  	  
Charles	  Harrison	  ‘Virgin	  soils	  and	  old	  lands’,	  Studio	  International	  181:933	  (May	  1971),	  201.	  	  
4	  Jonathan	  Benthall,	  ‘The	  Body	  as	  a	  Medium	  of	  Expression:	  A	  Manifesto’,	  Studio	  International	  184:946	  
(July/August	  1972),	  6.	  
5	  Ibid.,	  7.	  	  	  
6	  Ibid.,	  6.	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   The	  programme	  was	  the	  fourth	  and	  final	  instalment	  of	  an	  annual	  interdisciplinary	  
lecture	  series	  instigated	  at	  the	  ICA	  in	  1969	  to	  discuss	  themes	  considered	  to	  be	  ‘major	  topics	  
of	  human	  concern’.7	  	  Previous	  programmes	  had	  covered	  Linguistics	  (1969-­‐70),	  Ecology	  
(1970-­‐71)	  and	  The	  Limits	  of	  Human	  Nature	  (1971-­‐2).	  	  Benthall	  began	  coordinating	  these	  
lecture	  series	  and	  editing	  the	  associated	  publications	  in	  1970,	  extending	  his	  interest	  in	  
establishing	  a	  more	  comprehensive	  approach	  to	  human	  experience.	  	  He	  was	  particularly	  
interested	  at	  this	  time	  in	  overlapping	  concerns	  in	  contemporary	  art,	  science	  and	  
technology,	  but	  believed	  a	  more	  informed	  process	  of	  engagement	  was	  necessary,	  to	  
develop	  a	  ‘new	  comprehensive	  sensibility’.8	  	  He	  addressed	  this	  through	  a	  regular	  
‘Technology	  and	  Art’	  column	  in	  Studio	  International	  (1969-­‐72)	  and	  the	  ICA	  lecture	  
programme,	  stating	  in	  1972	  that	  the	  time	  had	  come	  in	  the	  science	  in	  art	  movement	  for	  
some	  ‘hard	  thinking’.9	  	  	   Recent	  anthropology	  provided	  useful	  models	  for	  Benthall,	  who	  saw	  
art	  as	  being	  located	  ‘more	  in	  the	  interchange	  of	  organised	  consciousness’	  than	  in	  the	  
production	  of	  reified	  objects.10	  	  In	  this,	  Benthall’s	  interest	  in	  the	  relationship	  between	  
anthropology	  and	  art	  correlated	  with	  changes	  in	  art	  practice,	  where	  definitions	  of	  visual	  art	  
as	  idea	  or	  action	  rather	  than	  object	  or	  image	  were	  gaining	  prominence.11	  	  Benthall	  worked	  
on	  the	  programme	  with	  Ted	  Polhemus,	  an	  American	  social	  anthropologist	  whose	  opening	  
lecture	  introduced	  anthropological	  perspectives	  on	  the	  ‘social	  body’	  in	  detail.12	  
Significantly,	  Polhemus	  framed	  these	  as	  part	  of	  ‘a	  cult	  of	  the	  study	  of	  the	  social	  aspects	  of	  
the	  human	  body’.13	  	  He	  saw	  this	  as	  revealing	  ‘a	  communication	  crisis	  in	  middle-­‐class,	  
educated	  Western	  peoples,’	  where	  an	  overemphasis	  on	  verbal	  language	  had	  left	  them	  
‘deaf	  and	  dumb	  to	  the	  powerful	  symbols	  of	  bodily	  expression’.14	  	  Consequently,	  he	  saw	  
most	  anthropological	  studies	  of	  the	  human	  body	  as	  being	  fragmentary,	  reflecting	  ‘our	  own	  
would-­‐be	  objective’	  definition	  of	  the	  body’s	  boundaries,	  rather	  than	  ‘native	  definitions	  of	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7	  Jonathan	  Benthall	  ‘Editors’	  Introduction’,	  The	  Body	  as	  a	  Medium	  of	  Expression,	  ed.	  Jonathan	  Benthall	  and	  Ted	  
Polhemus	  (London:	  Penguin,	  1975),	  1.	  	  	  
8	  Jonathan	  Benthall,	  ‘Technology	  and	  Art’,	  Studio	  International	  177:909	  (March	  1969),	  112.	  
9	  Jonathan	  Benthall,	  Science	  and	  Technology	  in	  Art	  Today	  (London:	  Thames	  and	  Hudson,	  1972),	  12.	  
10	  Ibid.	  
11	  ‘The	  major	  characteristic	  of	  today’s	  art	  is	  no	  longer	  the	  articulation	  of	  space	  but	  of	  human	  activity,	  the	  activity	  
of	  the	  artist	  has	  become	  the	  dominant	  theme	  and	  content’.	  	  Harold	  Szeemann,	  ‘About	  the	  Exhibition’,	  When	  
Attitudes	  Become	  Form	  (Works-­‐Concepts-­‐Processes-­‐Situations-­‐Information),	  exhibition	  catalogue	  (London:	  ICA,	  
1969),	  unpaginated.	  	  See	  also	  Lucy	  R	  Lippard,	  Six	  Years:	  the	  dematerialization	  of	  the	  art	  object	  from	  1966-­‐1972	  
(New	  York:	  Praeger,	  1973).	  
12	  As	  a	  result	  Polhemus	  later	  published	  the	  book	  Social	  Aspects	  of	  the	  Human	  Body:	  a	  reader	  of	  key	  texts	  
(London:	  Penguin),	  1978.	  
13	  Ted	  Polhemus	  ‘Social	  Bodies’,	  Benthall	  and	  Polhemus	  (1975),	  13.	  
14Ibid.	  30.	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the	  body	  as	  a	  system	  of	  meaning’.15	  	  Polhemus’	  attention	  to	  the	  influence	  of	  the	  
anthropologist’s	  own	  perspective	  reflected	  an	  emerging	  crisis	  in	  the	  discipline:	  
[...]	  anthropology	  has	  found	  itself	  at	  a	  loss	  to	  bring	  to	  bear	  the	  models	  and	  
methods	  developed	  in	  the	  study	  of	  primitive	  and	  peasant	  peoples	  upon	  our	  own	  
problems	  (i.e	  the	  problems	  of	  the	  middle-­‐class,	  university-­‐educated	  fraction	  of	  the	  
Western	  world).	  	  But	  in	  our	  debates	  about	  ‘them’,	  ‘out	  there’,	  we	  reveal	  much	  
about	  ourselves	  and	  it	  might	  just	  be	  that	  an	  anthropology	  of	  anthropology	  would	  
be	  instrumental	  in	  helping	  us	  to	  understand	  ourselves,	  since	  we	  are	  still	  awaiting	  a	  
report	  on	  our	  own	  way	  of	  life	  as	  written	  by	  an	  ethnographer	  from	  ‘out	  there’.16	  
The	  Body	  as	  a	  Medium	  of	  Expression	  programme	  began	  to	  break	  down	  
conventional	  distinctions	  between	  ‘them’	  and	  ‘us’	  by	  looking	  to	  complexity	  and	  difference	  
across	  cultures	  and	  the	  futility	  of	  attempting	  to	  ‘unscramble’	  either	  culture-­‐independent	  or	  
universal	  factors,	  particularly	  in	  relation	  to	  biological	  or	  genetic	  constituents.17	  	  Instead,	  
Benthall	  positioned	  ‘ethnographic	  field-­‐data’	  as	  useful	  for	  testing	  all	  theories	  about	  the	  
body,	  reflecting	  his	  attempt	  to	  generate	  a	  more	  comprehensive	  discussion	  of	  the	  topic.18	  	  
Within	  these	  expanded	  boundaries	  the	  distinction	  of	  a	  non-­‐Western	  other,	  embodying	  a	  
holistic	  expressive	  force	  played	  a	  significant	  role	  in	  the	  programme.	  	  The	  black	  body	  was	  
integral	  to	  this,	  identified	  by	  Benthall	  as	  one	  of	  three	  ‘test	  cases’	  (along	  with	  male	  
homosexuals	  and	  the	  deaf)	  that	  would	  be	  used	  to	  explore	  the	  body	  as	  a	  medium	  of	  
expression.19	  	  The	  Black	  Power	  movement	  was	  referenced	  directly	  as	  a	  context	  for	  this,	  
described	  by	  both	  Benthall	  and	  Polhemus	  as	  an	  example	  of	  using	  bodily	  expression	  to	  
challenge	  ‘verbal	  mystification	  and	  lies’	  in	  Western	  industrialised	  society.20	  	  In	  this,	  the	  
programme	  engaged	  with	  a	  new	  definition	  of	  ‘non-­‐Western’	  as	  a	  deliberate	  stance	  being	  
taken	  by	  some	  black	  people	  against	  the	  oppressive	  and	  exclusive	  conditions	  of	  Western	  
capitalist	  society.	  	  The	  inversion	  of	  anthropology’s	  traditional	  focus	  on	  isolated	  groups	  with	  
‘no	  written	  records’	  was	  deliberate.21	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
15	  Ibid.,33	  
16	  Benthall	  and	  Polhemus	  (1975),	  30.	  
17	  Jonathan	  Benthall,	  ‘The	  Body	  as	  a	  Medium	  of	  Expression’	  in	  Studio	  International	  (1972),	  7.	  
18	  Ibid.	  
19	  Ibid.,7.	  	  	  
20	  Ibid.,	  8;	  Ted	  Polhemus	  ‘Social	  Bodies’,	  Benthall	  and	  Polhemus	  (1975),	  30.	  	  	  
21	  For	  an	  example	  of	  this	  definition,	  see	  the	  British	  Museum	  Guide	  1965,	  8:	  ‘Ethnographical	  Gallery:	  The	  
Museum	  collections	  illustrate	  the	  cultures	  of	  those	  races	  which	  have	  no	  written	  records	  and	  are	  practically	  
unknown	  to	  history’.	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Fig.46:	  Illustration	  and	  caption	  as	  used	  in	  Jonathan	  Benthall,	  ‘The	  Body	  as	  a	  Medium	  of	  Expression:	  A	  
Manifesto’,	  Studio	  International,	  July/August	  1972.	  
	  
This	  transition	  in	  the	  way	  that	  non-­‐Western	  culture	  was	  being	  understood	  at	  the	  
ICA	  is	  evident	  in	  two	  of	  the	  exhibitions	  that	  took	  place	  as	  part	  of	  the	  Body	  programme,	  
Shona	  Sculptors	  of	  Rhodesia	  and	  People	  Weave	  a	  House!	  	  Both	  show,	  in	  different	  ways,	  how	  
the	  'traditional'	  cultures	  conventionally	  associated	  with	  anthropology	  were	  being	  
repositioned	  as	  part	  of	  an	  effort	  to	  assert	  an	  alternative	  ‘non-­‐Western’	  political	  and	  cultural	  
perspective.	  	  	   	   	   	   	   	   	   	   	   	  
	   The	  exhibition	  Shona	  Sculptors	  of	  Rhodesia,	  a	  selection	  of	  contemporary	  works	  
from	  Frank	  McEwen’s	  workshop	  school,	  perpetuated	  definitions	  of	  African	  art	  as	  an	  
inherent	  expression	  of	  cultural	  traditions.	  	  However,	  the	  Body	  programme	  opened	  up	  new	  
ways	  of	  interpreting	  this	  connection.	  	  The	  exhibition	  was	  facilitated	  by	  Roland	  Penrose,	  
although	  Benthall	  recognised	  that	  it	  fitted	  into	  the	  spirit	  of	  the	  programme.22	  	  With	  
catalogue	  texts	  by	  Penrose,	  McEwen	  and	  William	  Fagg,	  the	  exhibition	  emphasised	  a	  
seamless	  connection	  between	  contemporary	  African	  art	  and	  the	  ‘universal’	  traditions	  of	  
tribal	  art,	  echoing	  ideas	  explored	  in	  exhibitions	  of	  African	  art	  at	  the	  ICA	  throughout	  the	  
1950s	  and	  1960s.	  	  For	  example,	  the	  Shona	  are	  introduced	  as	  ‘a	  gentle	  and	  religious	  tribe’,	  
while	  the	  works	  are	  described	  as	  coming	  from	  a	  culture	  ‘deeply	  rooted	  in	  myth	  and	  magic,	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
22	  Jonathan	  Benthall,	  personal	  communication,	  March	  2016.	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the	  figures	  are	  expressions	  of	  traditional	  religious	  powers,	  formed	  from	  essentially	  African	  
tradition’.23	  	  This	  view	  was	  reasserted	  in	  the	  exhibition	  catalogue	  and	  in	  a	  lecture	  given	  
during	  the	  exhibition	  by	  McEwen,	  who	  stated	  in	  the	  ICA	  newsletter:	  'With	  an	  inherent	  
belief	  in	  ancestor	  worship	  and	  the	  realm	  of	  the	  unseen,	  their	  art,	  their	  physical	  lives	  and	  all	  
their	  culture	  is	  related	  and	  undivided.	  	  They	  are	  not	  Westernised	  with	  separate	  faculties	  of	  
the	  mind,	  nor	  are	  they	  frustrated	  spiritually	  or	  sensuously	  by	  the	  materialistic	  inroads	  of	  
puritanism’.24	  	  	  
	  
	  
Fig.47.	  Shona	  Sculptors	  of	  Rhodesia,	  ICA	  exhibition	  catalogue	  cover,	  1972.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	  	  	  	  	  	  
Fig.48.	  Shona	  Sculptors	  of	  Rhodesia,	  ICA	  exhibition	  catalogue	  pages	  (unpaginated),	  1972.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
23	  ‘Shona	  Sculptors	  from	  Africa’,	  ICASM,	  The	  Institute	  of	  Contemporary	  Arts	  Magazine,	  September	  1972.	  
(TGA955/14/21).	  
24	  Ibid.	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Fig.49	  ICASM,	  The	  Institute	  of	  Contemporary	  Arts	  Magazine,	  cover	  page,	  September	  1972.	  
	  
However,	  in	  contrast	  to	  previous	  ICA	  exhibitions	  of	  African	  art	  where	  the	  artists’	  
identification	  with	  tradition	  was	  seen	  as	  inevitable	  rather	  than	  self-­‐directed,	  in	  the	  Body	  
programme	  McEwan’s	  comments	  are	  positioned	  in	  relation	  to	  the	  principles	  of	  the	  Black	  
Power	  movement.	  	  This	  can	  be	  clearly	  observed	  in	  the	  ICA	  magazine	  for	  September	  1972	  
where	  McEwen’s	  statement	  and	  a	  large	  reproduction	  of	  one	  of	  the	  Shona	  sculptures	  were	  
juxtaposed	  with	  an	  introduction	  to	  the	  Body	  programme.	  	  The	  central	  themes	  of	  the	  
programme	  are	  introduced	  through	  ideas	  expressed	  in	  recent	  writings	  by	  the	  activist	  
Eldridge	  Cleaver,	  who	  had	  become	  a	  leading	  figure	  in	  the	  Black	  Panther	  Party	  in	  the	  late	  
1960s:	  	  
He	  sees	  the	  puritan	  white	  culture	  of	  America	  as	  Mind/Word/Machine	  dominated	  
and	  describes	  the	  shaky	  beginnings	  of	  its	  liberation	  through	  black	  music	  –	  “a	  guided	  
missile	  launched	  from	  the	  ghetto	  into	  the	  very	  heart	  of	  suburbia.”	  His	  analysis	  of	  a	  
society	  in	  which	  Mind	  is	  divorced	  from	  Body	  sums	  up	  one	  of	  the	  reasons	  for	  the	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ICA’s	  programme:	  “Song	  and	  dance	  are,	  perhaps,	  only	  a	  little	  less	  old	  than	  man	  
himself.	  	  It	  is	  with	  his	  music	  and	  dance,	  the	  recreation	  through	  art	  of	  the	  rhythms	  
suggested	  by	  and	  implicit	  in	  the	  tempo	  of	  his	  life	  and	  cultural	  environment,	  that	  
man	  purges	  his	  soul	  of	  the	  tensions	  of	  daily	  strife	  and	  maintains	  his	  harmony	  in	  the	  
universe.	  	  In	  the	  increasingly	  mechanised,	  automated,	  cybernated	  environment	  of	  
the	  modern	  world	  […]	  man’s	  need	  for	  affirmation	  of	  his	  biology	  has	  become	  that	  
much	  more	  intense.	  	  He	  feels	  the	  need	  for	  a	  clear	  definition	  of	  where	  his	  body	  ends	  
and	  the	  machine	  begins,	  where	  man	  ends	  and	  the	  extensions	  of	  man	  begin…	  This	  is	  
the	  central	  contradiction	  of	  the	  twentieth	  century;	  and	  it	  is	  against	  this	  backdrop	  
that	  (the	  West)’s	  [sic]	  attempt	  to	  unite	  its	  Mind	  with	  its	  Body,	  to	  save	  its	  soul,	  is	  
taking	  place.”	  This	  touches	  on	  one	  of	  the	  series	  most	  important	  themes,	  “body	  
politics”,	  reinforcing	  the	  idea	  that	  where	  social	  control	  is	  enforced,	  mainly	  by	  
words,	  repressed	  groups	  will	  turn	  for	  self	  expression	  from	  Word	  to	  Body.25	  
This	  introduces	  a	  tension	  between	  interpretations	  of	  the	  Shona	  sculptors'	  work	  within	  the	  
narrative	  of	  primitivism	  and	  the	  deliberate	  assertion	  of	  an	  alternative	  cultural	  perspective	  
as	  a	  position	  of	  resistance.	  	  The	  latter,	  which	  had	  not	  been	  foregrounded	  in	  previous	  ICA	  
discussions	  and	  exhibitions	  of	  ‘non-­‐Western’	  art,	  played	  an	  increasingly	  important	  role	  in	  
the	  ways	  that	  artists	  interpreted	  ethnographic	  objects	  and	  images.	  	   	  
	  
People	  Weave	  a	  House!	  (1972)	  
A	  connection	  between	  the	  body,	  participation	  and	  liberation	  was	  made	  more	  overtly	  in	  the	  
exhibition	  that	  followed	  Shona	  Sculptors.	  	  People	  Weave	  a	  House!	  opened	  at	  the	  ICA	  in	  
November	  1972.	  	  It	  was	  a	  participatory	  exhibition	  by	  John	  Dugger	  and	  David	  Medalla,	  
intended	  to	  demonstrate	  the	  value	  of	  communal	  labour	  and	  raise	  artistic	  and	  political	  
consciousness.	  	  Dugger	  and	  Medalla	  had	  been	  working	  together	  as	  the	  ‘Artists	  Liberation	  
Front’	  since	  1971	  to	  advance	  ‘socialist	  art	  through	  socialist	  revolution’,	  encouraging	  
progressive	  artists	  to	  ‘learn	  through	  actual	  struggle	  how	  best	  to	  concentrate	  the	  profound	  
experiences	  of	  the	  masses	  in	  their	  just	  fight	  for	  liberation’.26	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25	  Stacy	  Marking	  ‘The	  Body	  as	  a	  Medium	  of	  Expression’,	  ICASM,	  The	  Institute	  of	  Contemporary	  Arts	  Magazine,	  
September	  1972.	  	  Marking	  replaced	  the	  use	  of	  ‘America’	  in	  Cleaver’s	  original	  text	  with	  ‘(the	  West)’.	  	  See	  
Eldridge	  Cleaver,	  Soul	  on	  Ice	  (New	  York:	  Dell,	  1968),	  203.	  	  Cleaver	  was	  working	  in	  exile	  in	  Algeria	  in	  this	  period,	  
attempting	  to	  ally	  the	  principles	  of	  Black	  Power	  with	  an	  international	  movement	  against	  Western	  capitalism.	  
26	  ‘David	  Medalla,	  John	  Dugger’,	  ICASM,	  The	  Institute	  of	  Contemporary	  Arts	  Magazine,	  November	  1972.	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Fig.50.	  People	  Weave	  a	  House!	  ICA	  exhibition	  catalogue	  (poster	  format),	  1972.	  
Fig.51.	  People	  Weave	  a	  House!	  exhibition	  installation	  views,	  ICA,	  London,	  1972.	  
	  
As	  part	  of	  the	  Body	  as	  a	  Medium	  of	  Expression	  programme,	  ICA	  visitors	  were	  
invited	  to	  help	  them	  weave	  a	  house	  out	  of	  transparent	  plastic	  tubing	  and	  to	  take	  part	  in	  
accompanying	  activities.	  	  These	  included	  debates	  led	  by	  Medalla	  about	  the	  consequences	  
of	  martial	  law	  in	  the	  Philippines;	  music	  and	  puppet	  shows	  by	  the	  artist	  Jun	  Terra	  (who	  like	  
Medalla	  was	  from	  the	  Philippines)	  and	  traditional	  Chinese	  dance	  exercises	  by	  Helen	  Lai.27	  	  
Guy	  Brett	  selected	  an	  accompanying	  display	  of	  images	  of	  weaving	  and	  group	  participation,	  
commenting	  at	  the	  time	  that:	  ‘a	  lot	  of	  pictures	  will	  be	  of	  so-­‐called	  primitive	  peoples:	  this	  is	  
not	  in	  any	  way	  nostalgic,	  but	  because	  in	  them	  it	  is	  very	  clear	  to	  see	  the	  relationship	  
between	  people	  and	  materials,	  between	  people	  and	  each	  other’.28	  	  The	  poster-­‐format	  
catalogue	  for	  the	  exhibition	  included	  some	  of	  these	  images,	  alongside	  quotes	  from	  Mao,	  
Marx,	  Engels	  and	  Lenin	  denouncing	  capitalism	  and	  advancing	  the	  principles	  of	  communism.	  	  	  
In	  an	  interview	  just	  before	  the	  project	  opened,	  Medalla	  connected	  these	  principles	  with	  the	  
practice	  of	  weaving	  and	  an	  expanded	  definition	  of	  internationalism:	  	  
We	  will	  put	  into	  practice	  what	  Lenin	  said	  about	  the	  presence	  of	  democratic	  and	  
socialist	  elements	  in	  every	  national	  culture.	  	  We	  believe	  in	  putting	  forward	  a	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27	  People	  Weave	  a	  House!	  Press	  Release	  (TGA	  955/7/8/47).	  	  See	  also	  Walker	  (2002),	  89.	  
28	  ‘Exhibitions’,	  ICASM,	  The	  Institute	  of	  Contemporary	  Arts	  Magazine,	  December	  and	  January	  1972-­‐3.	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strong,	  proletarian,	  international	  line	  in	  art.	  	  When	  we	  examined	  the	  different	  
national	  cultures,	  we	  saw	  that	  there	  are	  elements	  which	  make	  them	  
internationalist,	  socialist	  and	  democratic	  –	  and	  one	  such	  is	  weaving.	  	  Weaving	  is	  
found	  in	  practically	  every	  culture	  and	  this	  is	  something	  we	  felt	  that	  people	  like	  
doing[…]	  incidental	  to	  this	  is	  the	  idea	  of	  getting	  people	  together	  on	  a	  production	  
project	  and	  realising	  that	  work	  can	  be	  pleasurable.29	  
An	  active	  and	  politicised	  engagement	  with	  images	  and	  objects	  associated	  with	  traditional	  
practices	  in	  ‘non-­‐Western’	  or	  ‘Third	  World’	  societies	  was	  an	  integral	  part	  of	  the	  democratic	  
narrative	  of	  Medalla’s	  work,	  while	  he	  identified	  himself	  as	  an	  artist	  from	  the	  Third	  World.30	  
	   	  This	  position	  differed	  from	  the	  approaches	  taken	  by	  most	  anthropologists	  to	  non-­‐
Western	  art.	  	  Benthall	  recognised	  this	  tension	  and	  attempted	  to	  address	  it	  as	  part	  of	  his	  
early	  work	  as	  Director	  of	  the	  Royal	  Anthropological	  Institute	  (a	  role	  he	  occupied	  from	  1974	  
to	  2000).	  	  However,	  his	  attempts	  to	  stimulate	  a	  more	  comprehensive,	  interdisciplinary	  and	  
cross-­‐cultural	  debate	  about	  the	  relationship	  between	  art	  and	  society	  were	  complicated	  by	  
the	  different	  agendas	  at	  work	  in	  this	  field.	  For	  example,	  in	  April	  1974	  Benthall	  invited	  
Medalla	  to	  join	  a	  panel	  discussion	  at	  the	  Royal	  College	  of	  Art	  titled	  ‘Is	  Art	  a	  Universal	  
Concept?’	  	  The	  panel	  was	  dominated	  by	  members	  of	  the	  Royal	  Anthropological	  Institute’s	  
Art	  Panel,	  including	  Edmund	  Leach	  and	  William	  Fagg.31	  	  The	  RAI	  Art	  Panel	  had	  been	  
established	  in	  1968	  by	  Anthony	  Forge,	  JB	  Donne	  and	  Peter	  Ucko	  to	  explore	  the	  ‘visual	  arts	  
of	  cultures	  other	  than	  our	  own’,	  with	  attention	  to	  the	  social	  contexts	  of	  work	  produced	  by	  
‘tribal	  and	  peasant	  societies’.32	  An	  announcement	  for	  the	  discussion	  posted	  in	  the	  first	  
edition	  of	  the	  RAI’s	  new	  newsletter	  RAIN,	  edited	  by	  Benthall,	  read:	  
The	  RAI	  already	  has	  an	  Art	  Panel	  and	  Music	  Panel	  which	  meet	  regularly	  in	  London	  
to	  experience	  and	  discuss	  the	  art	  and	  music	  of	  cultures	  other	  than	  our	  own.	  	  This	  
spring	  we	  want	  to	  stimulate	  discussion	  between	  specialists	  in	  these	  fields	  and	  
practitioners	  or	  critics	  of	  art	  and	  music	  in	  our	  own	  society.	  	  There	  is	  evidence	  that	  
many	  contemporary	  artists	  and	  musicians	  are	  unwilling	  to	  take	  for	  granted	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
29	  David	  Medalla	  interviewed	  by	  Alistair	  Mackintosh,	  ‘Art	  for	  Whom?’,	  Art	  and	  Artists,	  January	  1973	  (TGA	  
955/7/8/48).	  	  The	  interview	  was	  carried	  out	  before	  People	  Weave	  a	  House!	  took	  place.	  
30	  For	  a	  discussion	  of	  the	  ambiguous	  definitions	  of	  the	  Third	  World	  in	  the	  postwar	  period	  see	  BR	  Tomlinson,	  
‘What	  was	  the	  Third	  World?’,	  Journal	  of	  Contemporary	  History,	  38:2	  (April	  2003).	  	  In	  particular,	  Tomlinson	  
discusses	  the	  1970s	  as	  ‘the	  great	  age	  of	  Third	  World	  rhetoric	  of	  common	  cause	  and	  common	  action’,	  312.	  	  
31	  Leach	  had	  been	  RAI	  President	  since	  1971,	  Fagg	  was	  RAI	  Vice-­‐President	  from	  1969-­‐73.	  	  The	  event	  was	  
organised	  by	  Benthall	  and	  Christopher	  Cornford	  from	  the	  RCA	  and	  took	  place	  on	  3rd	  April	  1974.	  	  The	  panel	  also	  
included	  John	  Picton,	  Robert	  Layton,	  David	  McKnight,	  Marian	  Wenzel	  and	  John	  Casey.	  
32	  Sheila	  Korn	  ‘Art	  Panel	  Report’,	  RAI	  Report	  of	  the	  Council	  1972-­‐3,	  reprinted	  in	  RAI	  Resource	  Book,	  1974	  (RAI	  
Archive	  128/1/1).	  	  The	  RAI	  Art	  Panel	  met	  sporadically	  at	  different	  venues,	  including	  the	  ICA,	  until	  1978.	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received	  notions	  of	  art	  and	  music	  that	  predominate	  in	  Western	  industrial	  society,	  
and	  the	  insights	  of	  anthropology	  could	  add	  a	  new	  dimension	  to	  their	  thinking.	  	  At	  
the	  same	  time,	  there	  must	  surely	  be	  some	  elements	  of	  aesthetic	  experience	  which	  
are	  common	  to	  the	  whole	  human	  species.33	  
The	  announcement	  continues	  to	  state	  that	  they	  did	  not	  hope	  to	  find	  answers	  to	  the	  
enormous	  questions	  raised	  but	  simply	  wanted	  to	  bring	  together	  people	  who	  do	  not	  usually	  
meet,	  in	  the	  hope	  of	  stimulating	  a	  more	  methodical	  enquiry.	  	  According	  to	  Benthall	  the	  
panel	  discussion	  was	  not	  a	  great	  success,	  it	  was	  poorly	  attended	  and	  Fagg	  in	  particular,	  
failed	  to	  capture	  the	  imagination	  of	  the	  art	  school	  audience,	  most	  of	  whom	  were	  unfamiliar	  
with	  his	  work.34	  	  However,	  the	  timing	  of	  this	  debate	  and	  the	  different	  agendas	  of	  Benthall,	  
Leach	  and	  Medalla	  usefully	  illuminates	  the	  terrain	  in	  which	  a	  highly	  politicised	  debate	  
about	  cultural	  representation	  in	  Britain	  was	  emerging.	  	  Their	  conflicting	  interests	  had	  a	  
direct	  impact	  on	  the	  way	  ethnographic	  objects	  were	  interpreted	  by	  Medalla,	  and	  the	  artists	  
Rasheed	  Araeen	  and	  Susan	  Hiller	  in	  the	  mid-­‐1970s.	   	   	   	  
	   The	  Royal	  College	  debate	  took	  place	  in	  parallel	  with	  a	  broader	  discussion	  between	  
Leach	  and	  Benthall	  about	  the	  role	  anthropologists	  could	  play	  in	  addressing	  racism	  in	  British	  
society.	  	  Benthall	  had	  written	  an	  article	  for	  RAIN	  encouraging	  British	  anthropologists	  to	  
engage	  with	  ‘community	  relations’	  in	  the	  UK,	  including	  plans	  for	  an	  RAI	  event	  bringing	  
together	  anthropologists,	  social	  scientists	  and	  other	  interested	  people	  to	  discuss	  race	  and	  
ethnicity	  in	  Britain.35	  	  He	  felt	  that	  anthropology’s	  conventional	  focus	  on	  cultural	  traditions	  
in	  other	  societies	  could	  contribute	  to	  resolving	  the	  tensions	  between	  ‘ethnic	  minorities	  in	  
the	  UK	  and	  the	  white	  majority’:	  	  	  	  
Social	  anthropology	  stresses	  the	  diversity	  of	  human	  cultures,	  as	  well	  as	  the	  
inappropriateness	  of	  assuming	  that	  Western	  culture	  is	  ‘better’	  than	  other	  cultures.	  	  
A	  wider	  knowledge	  of	  social	  anthropology	  could	  surely	  make	  white	  people	  more	  
appreciative	  of	  the	  wealth	  and	  variety	  of	  cultures	  gathered	  together	  in	  this	  country.	  	  
Similarly,	  the	  minorities	  themselves	  could	  be	  encouraged	  to	  feel	  greater	  pride	  in	  
their	  cultural	  history.	  	  This	  is	  already	  the	  aim	  of	  ‘Black	  Studies’.36	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
33	  Anon.	  ‘Forthcoming	  RAI	  Events’,	  RAIN	  1	  (Spring	  1974),	  2.	  	  	  
34	  Jonathan	  Benthall,	  personal	  communication,	  March	  2016.	  
35	  Jonathan	  Benthall	  ‘Community	  Relations	  in	  the	  UK’,	  RAIN	  1	  (Spring	  1974),	  8.	  
36	  Ibid.	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In	  the	  following	  edition	  of	  RAIN	  Leach	  challenged	  Benthall’s	  approach,	  in	  particular	  the	  idea	  
that	  people	  should	  be	  ‘encouraged	  to	  feel	  greater	  pride	  in	  their	  cultural	  history’.37	  	  Leach	  
argued	  that	  this	  was	  not	  relevant	  to	  all	  immigrant	  populations	  and	  that	  such	  an	  approach	  
was	  prejudging	  the	  situation	  in	  advance.	  	  Clearly	  wary	  of	  playing	  into	  a	  predetermined	  
agenda,	  Leach	  encouraged	  anthropologists	  to	  ‘vigorously	  resist	  all	  pressures	  to	  ‘single	  out	  
for	  study’	  those	  particular	  examples	  of	  cultural	  variety	  which	  are	  the	  source	  of	  
administrative	  headaches.	  	  Anthropology	  is	  not	  just	  another	  name	  for	  social	  welfare’.38	  	  
Other	  respondents	  to	  Benthall’s	  proposal	  were	  more	  encouraging	  about	  the	  contribution	  
anthropology	  could	  make	  to	  ‘community	  relations’,	  but	  raised	  further	  questions	  about	  how	  
to	  appropriately	  manage	  the	  complexities	  of	  immigration	  and	  cultural	  representation	  
within	  this.39	  	  Leach	  revisited	  this	  debate	  as	  the	  focus	  of	  his	  RAI	  presidential	  address	  two	  
months	  later,	  arguing	  for	  the	  importance	  of	  retaining	  a	  neutral	  position	  in	  anthropological	  
research.	  	  Here,	  Leach	  stated	  that	  while	  he	  accepted	  that	  the	  ideology	  underpinning	  activist	  
groups	  like	  the	  Minority	  Rights	  Group,	  Survival	  International	  and	  the	  Anti-­‐Slavery	  Society	  
reflected	  issues	  ‘important	  for	  all	  of	  us’,	  he	  held	  ‘quite	  emphatically’	  that	  the	  RAI	  ‘should	  
not	  try	  to	  intrude	  on	  the	  activities	  of	  such	  worthy	  organisations	  or	  of	  their	  more	  strident	  
associates	  on	  the	  political	  far	  Left’.40	  	  	  Leach	  extended	  this	  proposition	  of	  neutrality	  to	  
argue	  for	  anthropology’s	  traditional	  focus	  on	  ‘other’	  cultures,	  as	  opposed	  to	  concerning	  
itself	  directly	  with	  British	  culture,	  and	  in	  particular,	  the	  prominent	  ‘problems	  of	  a	  multi-­‐
racial	  society’	  in	  the	  UK.41	  	  	   	   	   	   	   	   	   	  
	   At	  the	  moment	  that	  these	  debates	  were	  taking	  place,	  Medalla	  had	  formed	  Artists	  
for	  Democracy.42	  	  The	  group	  were	  working	  towards	  their	  inaugural	  project,	  the	  ‘Arts	  
Festival	  for	  Democracy	  in	  Chile’	  which	  took	  place	  at	  the	  Royal	  College	  of	  Art	  in	  September	  
1974.	  	  The	  ambitious	  programme	  of	  exhibitions,	  performances	  and	  events	  brought	  together	  
a	  broad	  range	  of	  international	  artists	  and	  activists,	  demonstrating	  their	  resistance	  to	  the	  
military	  junta	  in	  Chile.	  	  The	  act	  of	  participation	  was	  crucial,	  reflecting	  the	  founding	  
principles	  of	  Artists	  for	  Democracy	  as	  a	  group,	  which	  sought	  to	  provide	  cultural	  and	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
37	  Edmund	  Leach,	  ‘Debate:	  Integration,	  Race	  and	  Ethnicity’,	  RAIN	  2	  (May-­‐June	  1974),	  8.	  
38Ibid.	  Leach	  went	  on	  to	  address	  the	  ‘fantasy’	  being	  created	  by	  contemporary	  Marxists	  around	  the	  colonial	  era	  
and	  in	  particular,	  the	  role	  of	  British	  social	  anthropologists	  as	  ‘stooges	  of	  the	  Colonial	  Office’,	  which	  he	  believed	  
failed	  to	  account	  for	  the	  true	  nature	  of	  anthropological	  research.	  
39	  Ibid.,	  8-­‐10.	  
40	  Edmund	  Leach,	  ‘RAIN-­‐Making:	  The	  Future	  of	  the	  Royal	  Anthropological	  Institute,	  Presidential	  Address	  
Delivered	  by	  Professor	  Edmund	  Leach	  on	  26th	  June	  at	  the	  British	  Academy,	  Burlington	  House’,	  RAIN	  4	  
(September	  -­‐	  October	  1974),	  8.	  	  	  	  	  
41	  Ibid.	  
42	  Founding	  members	  included	  David	  Medalla,	  John	  Dugger,	  Guy	  Brett	  and	  Cecilia	  Vicuña,	  whose	  exhibition	  ‘Art	  
in	  the	  New	  Chile’	  had	  been	  held	  at	  the	  ICA	  in	  May	  1973.	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material	  support	  to	  liberation	  struggles	  ,	  particularly	  in	  the	  Third	  World.	  	  	   	  
	   	   	  	  	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   	  
Fig.52:	  Banner	  by	  John	  Dugger	  as	  part	  of	  Artists	  for	  Democracy,	  displayed	  at	  a	  rally	  in	  London	  
supporting	  the	  Chilean	  resistance	  movement,	  15th	  September	  1974.	  	  10,000	  people	  attended	  the	  
march	  organised	  by	  the	  Chile	  Solidarity	  Campaign	  and	  the	  British	  Joint	  Labour	  Movement.	  
	  
There	  were	  clearly	  tensions	  between	  anthropologists’	  attempts	  to	  form	  a	  balanced,	  
supposedly	  neutral	  and	  representative	  view	  of	  other	  cultures,	  and	  the	  more	  polarised,	  
politicised	  practice	  of	  artists	  like	  Medalla,	  for	  whom	  subjective	  engagement	  through	  direct	  
action	  was	  crucial.	  	  This	  meant	  that	  in	  the	  wider	  context,	  what	  were	  often	  parallel	  debates	  
about	  art	  and	  its	  relationship	  with	  society	  amongst	  anthropologists	  and	  ‘radical’	  
practitioners	  failed	  to	  converge.	  	  Benthall	  commented	  on	  this	  in	  his	  review	  of	  the	  
conference	  on	  ‘Art,	  Artisans	  and	  Societies’	  organised	  by	  Vincent	  Megaw	  and	  Michael	  
Greenhalgh	  at	  Leicester	  University	  in	  1975,	  in	  which	  he	  questioned	  the	  selection	  of	  artists	  
invited	  to	  take	  part:	  
It	  is	  no	  disrespect	  to	  contemporary	  British	  craftsmen	  to	  point	  out	  that	  they	  are	  not	  
the	  kinds	  of	  artists	  most	  likely	  to	  benefit	  from	  and	  contribute	  to	  a	  theoretical	  study	  
of	  comparative	  art	  and	  aesthetics.	  	  There	  are	  however	  several	  ‘avant-­‐garde’	  or	  
‘radical’	  artists	  and	  writers	  on	  art	  who	  would	  have	  much	  to	  both	  give	  and	  receive	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on	  such	  sociological	  questions	  as	  patronage,	  credits,	  individualism,	  art	  as	  
commodity,	  support	  professions	  etc.43	  
Artists	  including	  Joseph	  Beuys,	  Hans	  Haacke	  and	  Gustav	  Metzger	  had	  explored	  exactly	  
these	  ideas	  in	  the	  experimental	  exhibition	  project	  Art	  into	  Society,	  Society	  into	  Art:	  Seven	  
German	  Artists	  at	  the	  ICA	  in	  1974,	  which	  Benthall	  had	  played	  a	  significant	  role	  in	  
initiating.44	  	  In	  contrast	  to	  activities	  in	  the	  sphere	  of	  contemporary	  art,	  the	  general	  
approach	  to	  art	  at	  the	  Leicester	  conference	  in	  1975,	  which	  was	  dominated	  by	  
anthropologists	  working	  on	  material	  culture	  in	  ‘non-­‐Western’	  contexts,	  was	  described	  by	  
Benthall	  as	  ‘surprisingly	  sentimental	  and	  innocent	  of	  political	  analysis’.45	  	  	  
	   	  
	  	  	  	  	   	   	  
Fig.53.	  Art	  into	  Society,	  Society	  into	  Art,	  ICA	  exhibition	  catalogue	  cover,	  1974.	  
Fig.54.	  Art	  into	  Society,	  Society	  into	  Art,	  exhibition	  installation	  view,	  ICA,	  London,	  1974.	  	  This	  image	  shows	  a	  
performance	  in	  the	  gallery	  by	  Joseph	  Beuys.	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
43	  Jonathan	  Benthall,	  ‘Comparative	  Art	  Studies:	  Primitive	  but	  Evolving’,	  RAIN,	  7	  (March	  –	  April	  1975),	  6.	  The	  
proceedings	  from	  this	  conference	  became	  an	  influential	  reference	  book	  for	  the	  anthropology	  of	  art.	  	  See	  
Michael	  Greenhalgh	  and	  Vincent	  Megaw,	  eds.,	  Art	  in	  Society:	  Studies	  in	  Style,	  Culture	  and	  Aesthetics	  (London:	  
Gerald	  Duckworth	  Co.,	  1978).	  
44	  The	  project	  revisited	  the	  concerns	  of	  an	  exhibition	  of	  contemporary	  artists	  that	  Benthall	  had	  seen	  in	  Hanover	  
in	  1973	  titled	  Art	  in	  the	  Political	  Struggle.	  Benthall’s	  contribution	  is	  credited	  in	  Norman	  Rosenthal’s	  preface	  to	  
Art	  into	  Society	  –	  Society	  into	  Art,	  exhibition	  catalogue	  (London:	  ICA,	  1974)	  3.	  
45	  Jonathan	  Benthall,	  ‘Comparative	  Art	  Studies:	  Primitive	  but	  Evolving’	  (1975),	  5.	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Rasheed	  Araeen	  and	  ‘The	  Arts	  of	  Ethnic	  Minorities	  in	  Britain’	  
A	  further	  significant	  layer	  of	  complexity	  in	  this	  field	  is	  highlighted	  by	  Rasheed	  Araeen’s	  
reactions	  to	  the	  definition	  of	  ‘international	  art’	  in	  Britain’s	  institutions,	  and	  to	  the	  
increasingly	  prevalent	  use	  of	  ‘ethnic	  arts’	  as	  a	  separate	  category	  of	  contemporary	  activity.	  	  
For	  example,	  in	  a	  discussion	  held	  at	  the	  ICA	  during	  the	  1974	  exhibition	  Art	  into	  Society,	  
Society	  into	  Art,	  Araeen	  challenged	  its	  references	  to	  an	  ‘international’	  avant-­‐garde,	  given	  
that	  the	  definitions	  of	  art	  and	  society	  were	  limited	  to	  the	  ‘Euro-­‐American	  art/cultural	  
situation’.46	  	  In	  an	  open	  letter	  to	  the	  exhibition	  organisers	  written	  a	  few	  days	  later,	  which	  
Araeen	  went	  on	  to	  circulate	  to	  1,500	  people	  in	  the	  art	  world,	  he	  highlights	  the	  silencing	  of	  
Third	  World	  artists	  in	  British	  society,	  stating	  that	  ‘it	  is	  the	  question	  of	  ‘being’	  &	  ‘not	  being’,	  
‘existence’	  &	  ‘non-­‐existence’,	  which	  we	  will	  have	  to	  talk	  about	  before	  we	  can	  talk	  about	  
‘international	  art’’.47	  	  Araeen	  described	  the	  ICA	  discussion	  as	  ‘an	  arena	  of	  petty-­‐chauvinistic	  
talk	  of	  no	  significance	  to	  the	  problems	  of	  human	  society	  as	  a	  whole’	  and	  signed	  the	  letter	  
as	  ‘A	  Black	  Artist	  from	  the	  Third	  World’.48	  	  	   	   	   	   	   	  
	   Araeen	  joined	  Artists	  for	  Democracy	  in	  1975	  where	  he	  made	  a	  connection	  between	  
the	  group’s	  interest	  in	  liberation	  struggles	  in	  the	  Third	  World	  and	  the	  necessity	  of	  
confronting	  the	  racism	  which	  met	  those	  immigrating	  to	  Britain.	  49	  	  In	  particular,	  he	  criticised	  
the	  divisive	  use	  of	  ethnicity	  in	  the	  British	  arts	  establishment,	  drawing	  attention	  to	  the	  use	  
of	  ‘ethnic	  arts’	  to	  categorise	  the	  work	  of	  black	  artists.	  	  This	  term	  was	  gaining	  currency	  in	  
organisations	  like	  the	  Arts	  Council	  in	  their	  attempts	  to	  be	  more	  representative	  of	  Britain’s	  
‘ethnic	  minorities’.	  	  This	  was	  put	  forward	  explicitly	  in	  a	  report	  by	  Naseem	  Khan	  in	  1976,	  
titled	  The	  Arts	  Britain	  Ignores:	  The	  Arts	  of	  Ethnic	  Minorities	  in	  Britain.50	  	  In	  a	  long	  statement	  
reacting	  to	  this	  report	  Araeen	  registered	  his	  alarm	  at	  the	  deliberate	  separation	  of	  the	  
creative	  activity	  of	  black	  people	  from	  the	  mainstream	  of	  British	  society	  on	  the	  basis	  of	  
ethnicity.	  	  For	  Araeen,	  such	  an	  approach	  ignored	  the	  reality	  of	  lived	  experience	  by	  
assuming	  that	  an	  artists’	  creative	  potential	  is	  defined	  by	  cultural	  traditions:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
46	  Rasheed	  Araeen	  letter	  to	  Caroline	  Tisdall	  and	  Norman	  Rosenthall,	  3rd	  November	  1974	  in	  Rasheed	  Araeen,	  
Making	  Myself	  Visible	  (London:	  Kala	  Press,	  1984),	  67.	  
47	  Ibid.	  
48	  Ibid.	  
49	  Ibid.p110.	  	  Araeen	  discusses	  Artists	  for	  Democracy’s	  failure	  to	  address	  itself	  to	  ‘the	  basic	  and	  essential	  
ideological	  issues	  regarding	  the	  cultural	  relationship	  between	  the	  Third	  World	  and	  the	  West’	  in	  an	  interview	  
with	  Medalla	  published	  in	  Black	  Phoenix	  3	  (Spring	  1979),	  17.	  
50	  Naseem	  Khan,	  The	  Arts	  Britain	  Ignores:	  The	  Arts	  of	  Ethnic	  Minorities	  in	  Britain,	  published	  in	  1976	  by	  the	  
Community	  Relations	  Commission,	  with	  support	  from	  the	  Arts	  Council	  and	  the	  Calouste	  Gulbenkium	  
Foundation.	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The	  actuality	  poses	  an	  unresolvable	  difficulty;	  since	  the	  ideology	  behind	  “ethnic	  
arts”,	  or	  the	  anthropological	  view	  that	  Afro/Asian	  people	  are	  nothing	  but	  merely	  
the	  representations	  of	  their	  own	  traditional	  cultures,	  will	  not	  hold	  together	  if	  the	  
reality	  is	  allowed	  to	  enter	  into	  or	  confront	  it.	  […]	  Nobody	  is	  denying	  here	  that	  there	  
do	  exist	  community	  based	  cultural	  activities	  which	  are	  traditional	  and	  which	  clearly	  
display	  sensibilities	  and	  values	  different	  from	  those	  of	  indigenous	  British;	  and	  I	  
believe	  they	  should	  be	  recognised	  and	  supported.	  	  But	  to	  base	  the	  development	  of	  
a	  multi-­‐racial	  culture	  only	  on	  this	  difference	  does	  not	  look	  right,	  particularly	  when	  
there	  is	  evidence	  that	  this	  difference	  has	  not	  been	  fundamental	  to	  most	  black	  
artists	  in	  their	  attempts	  to	  come	  to	  terms	  with	  and	  express	  their	  own	  priorities	  
within	  the	  contemporary	  art	  practice.51	  	  	   	  
Araeen	  concluded	  his	  statement	  with	  a	  vision	  of	  the	  gallery	  as	  an	  interactive	  space,	  
unrestrained	  by	  racial	  prejudices:	  	   	   	  
Only	  when	  the	  doors	  of	  all	  art	  and	  cultural	  institutions	  are	  open	  to	  us,	  when	  there	  
exists	  a	  common	  physical	  and	  intellectual	  space	  into	  which	  all	  people	  –	  irrespective	  
of	  race,	  colour	  or	  creed	  –	  can	  enter	  and	  take	  part	  in	  art	  activity,	  can	  anybody	  have	  a	  
right	  to	  pass	  judgement	  on	  the	  creative	  potential	  of	  black	  people,	  let	  alone	  
categorise	  them.52	  
The	  conflicting	  agendas	  put	  forward	  by	  Leach,	  Benthall,	  Medalla	  and	  Araeen	  
highlight	  the	  different	  ways	  that	  art,	  society,	  anthropological	  thinking	  and	  cultural	  
representation	  were	  being	  interpreted	  in	  this	  period.	  	  In	  this	  context,	  the	  display	  of	  
ethnographic	  objects	  in	  London	  in	  the	  second	  half	  of	  the	  1970s	  became	  a	  site	  of	  conflict	  for	  
many	  artists.	  	  	  	  	  
	  
Anthropology	  and	  Art,	  1976	  
At	  the	  beginning	  of	  1976	  the	  ICA	  initiated	  a	  programme	  that	  sought	  to	  address	  the	  
different	  perspectives	  associated	  with	  art	  and	  anthropology,	  reflecting	  a	  desire	  for	  
improved	  communication	  between	  the	  two	  disciplines.	  	  The	  programme	  of	  events	  aspired	  
to	  remove	  some	  of	  the	  barriers	  between	  academic	  and	  artistic	  approaches,	  to	  generate	  ‘a	  
wider	  and	  more	  productive	  frame	  of	  reference	  than	  is	  usual	  at	  present’	  for	  the	  ‘showing	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
51	  Rasheed	  Araeen,	  ‘The	  Art	  Britain	  really	  Ignores’,	  London,	  June	  1976	  in	  Araeen	  (1984),	  103.	  	  
52	  Ibid.,	  105.	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and	  discussion	  of	  new	  work,	  study	  and	  research,	  whether	  in	  art	  or	  anthropology’.53	  	  The	  
programme	  began	  with	  a	  discussion	  panel	  led	  by	  Benthall,	  the	  artist	  and	  critic	  Su	  Braden	  
(who	  went	  on	  to	  publish	  Artists	  and	  People	  in	  1978),	  Noel	  Machin,	  from	  the	  art	  history	  and	  
general	  studies	  department	  at	  Maidstone	  College	  of	  Art,	  and	  the	  social	  anthropologist	  
Michael	  Thompson	  who	  was	  working	  on	  his	  book	  Rubbish	  Theory:	  The	  Creation	  and	  
Destruction	  of	  Value	  (1979).	  	  The	  themes	  that	  the	  Anthropology	  and	  Art	  programme	  hoped	  
to	  investigate	  in	  depth	  were	  set	  out	  as:	  	  
The	  extent	  to	  which	  art	  is	  the	  manifestation	  of	  the	  community	  in	  which	  it	  occurs.	  	  
The	  extent	  to	  which	  ‘aesthetics’	  and	  ‘style’	  can	  be	  a	  key	  to	  the	  understanding	  of	  a	  
culture.	  	  	   	   	   	   	   	   	   	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  
The	  use	  made	  by	  artists	  of	  materials	  and	  data	  brought	  to	  light	  by	  anthropologists.	  	  	  	  	  	  	  	  	  	  
Where	  is	  the	  difference	  between	  an	  art	  object	  and	  an	  ethnographic	  object?	  	   	  	  	  	  	  	  	  	  	  
To	  what	  extent	  is	  our	  attitude	  towards	  the	  latter	  coloured	  by	  our	  interpretation	  of	  
the	  former,	  or	  vice	  versa?	  	   	   	   	   	   	   	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  
How	  are	  our	  diverse	  views	  of	  the	  contemporary	  art	  situation	  accommodated	  by	  the	  
symbolic,	  functional,	  magical	  structural	  or	  semiotic	  interpretations	  of	  the	  visual	  
phenomena	  of	  other	  cultures	  variously	  proposed	  by	  anthropologists?54	  
The	  programme	  ran	  throughout	  the	  year,	  covering	  a	  range	  of	  topics	  led	  by	  anthropologists,	  
artists	  and	  others	  ‘in	  between’.	  	  It	  was	  coordinated	  by	  Charlotte	  Townsend	  who	  had	  
recently	  completed	  a	  postgraduate	  diploma	  in	  social	  anthropology	  at	  University	  College	  
London.	  	  	   	   	   	   	   	   	   	   	   	  
	   The	  discussions	  built	  on	  artists’	  and	  anthropologists’	  shared	  interests	  in	  exploring	  
new	  approaches	  to	  material	  culture.	  	  However,	  the	  need	  for	  a	  critical	  enquiry	  into	  the	  ways	  
that	  different	  cultures	  were	  being	  interpreted	  by	  the	  arts	  establishment	  also	  emerged.	  	  
Significantly,	  this	  was	  articulated	  in	  reaction	  to	  the	  Art	  and	  Anthropology	  lecture	  series,	  
rather	  than	  as	  an	  integral	  part	  of	  it.	  	  This	  is	  evident	  in	  the	  mixed	  reaction	  to	  the	  exhibition	  
Sacred	  Circles:	  Two	  Thousand	  Years	  of	  North	  American	  Art	  at	  the	  Hayward	  Gallery	  in	  
Autumn	  1976.	  	  Sacred	  Circles	  had	  been	  organised	  by	  the	  Arts	  Council	  and	  included	  a	  
diverse	  range	  of	  Native	  American	  objects	  and	  images	  from	  museums	  and	  private	  
collections.	  	  The	  British	  Museum	  had	  worked	  closely	  on	  the	  exhibition	  which	  included	  a	  
significant	  number	  of	  works	  from	  their	  ethnography	  collections.	  	  The	  intention	  to	  locate	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
53	  Art	  and	  Anthropology	  Event	  Publicity,	  22nd	  January	  1976	  (TGA955/13/5/61).	  
54	  Ibid.	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these	  works	  within	  a	  universal	  category	  of	  fine	  art	  is	  stated	  explicitly	  in	  the	  exhibition	  
catalogue,	  which	  outlines	  ‘a	  new	  awareness’	  of	  North	  American	  Indian	  Art:	  	  
Americans	  and	  Canadians,	  having	  turned	  their	  eyes	  from	  Europe	  and	  Africa	  to	  look	  
inward	  at	  their	  own	  continent,	  are	  finding	  that	  the	  art	  of	  the	  Indian	  world,	  for	  so	  
long	  geographically	  co-­‐existent	  with	  their	  own,	  is	  of	  universal	  quality	  when	  at	  its	  
best.	  	  Perhaps	  we	  are	  still	  a	  little	  shocked	  at	  having	  to	  admit	  what	  fine	  sculptors,	  
designers,	  and	  craftsmen	  native	  American	  artists	  were	  and	  are.	  	  It	  is	  one	  thing	  to	  
accept	  Indian	  culture	  as	  anthropology	  and	  quite	  another	  to	  apply	  it	  to	  the	  
standards	  of	  aesthetic	  appreciation	  reserved,	  let	  us	  say,	  for	  a	  Renaissance	  bronze	  
or	  a	  Han	  tomb	  sculpture.	  […]	  That	  this	  art	  should	  at	  last	  be	  properly	  regarded	  for	  
the	  sake	  of	  a	  better	  understanding	  among	  peoples	  has	  been	  the	  overriding	  purpose	  
of	  this	  exhibition.55	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   	  
Fig.55.	  Sacred	  Circles:	  Two	  Thousand	  Years	  of	  North	  American	  Art,	  Hayward	  Gallery	  exhibition	  
catalogue	  cover,	  1976.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
55	  Ralph	  T	  Coe	  ‘Sacred	  Circles:	  The	  Indianness	  of	  North	  American	  Indian	  Art’,	  Introduction,	  Sacred	  Circles:	  Two	  
Thousand	  Years	  of	  North	  American	  Indian	  Art,	  exhibition	  catalogue	  (London:	  Hayward	  Gallery,	  1976),	  13.	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The	  Arts	  Council	  provided	  funding	  for	  the	  ICA	  to	  programme	  the	  Sacred	  Circles	  
lecture	  series,	  which	  was	  integrated	  into	  the	  Anthropology	  and	  Art	  programme	  in	  the	  
second	  half	  of	  1976.	  	  Speakers	  included	  museum	  curators	  with	  a	  specific	  interest	  in	  
historical	  Native	  American	  art,	  a	  recital	  of	  ‘Great	  American	  Indian	  Speeches’,	  documentary	  
film	  screenings,	  a	  discussion	  of	  the	  surrealist’s	  interest	  in	  ‘Eskimo	  and	  North-­‐West	  coast	  
Indian	  art’,	  and	  an	  introduction	  to	  contemporary	  Indian	  painting	  in	  Canada.	  	  	  These	  events	  
were	  interspersed	  with	  more	  general	  discussions,	  including	  ‘Art	  -­‐	  pictorial	  rhetoric	  -­‐	  
ideology	  -­‐	  politics’,	  ‘Is	  there	  a	  primitive	  world	  view?’,	  ‘Art	  and	  magic’,	  ‘The	  ethics	  of	  
collecting’,	  ‘Performance:	  seen	  as	  art,	  seen	  anthropologically’,	  and	  a	  screening	  of	  the	  
anthropologist	  Jerry	  Leach’s	  film	  Trobriand	  Cricket:	  An	  Indigenous	  Response	  to	  Colonialism,	  
introduced	  by	  Malcolm	  McLeod.	  	  	   	   	   	   	   	   	  
	   At	  the	  same	  time	  as	  this	  programme	  of	  discussions	  at	  the	  ICA,	  the	  American	  Indian	  
Movement	  organised	  an	  exhibition	  in	  reaction	  to	  Sacred	  Circles	  at	  the	  Artists	  for	  
Democracy	  project	  space,	  providing	  visitors	  with	  information	  about	  contemporary	  Native	  
American	  struggles.56	  	  The	  artist	  Susan	  Hiller’s	  review	  of	  Sacred	  Circles	  drew	  attention	  to	  
this	  parallel	  exhibition	  and	  elaborated	  on	  the	  concerns	  that	  had	  inspired	  it:	  
Neither	  the	  brief	  excerpts	  from	  a	  few	  well-­‐known	  nineteenth-­‐century	  Native	  
American	  speeches	  scattered	  through	  the	  exhibition	  proper,	  nor	  the	  remarks	  in	  the	  
free	  handout	  reminding	  us	  that	  ‘the	  dominant	  feature	  of	  the	  history	  of	  North	  
American	  Indian	  culture	  has	  been	  the	  crushing	  effect	  of	  the	  White	  man’s	  
determination	  to	  suppress	  and	  remove	  the	  native	  population’,	  bring	  the	  reality	  of	  
the	  situation	  now	  into	  focus.	  	  For	  nowhere	  in	  the	  Sacred	  Circles	  exhibition	  –	  and	  
this	  is	  crucial	  –	  will	  you	  find	  any	  sense	  of	  how	  the	  European-­‐American	  viewpoint,	  
formed	  in	  the	  early	  years	  of	  Native-­‐White	  confrontation	  and	  crystallized	  over	  the	  
centuries,	  continues	  to	  influence	  present-­‐day	  White	  treatment	  of	  Native	  
Americans,	  as	  well	  as	  ‘American’	  attitudes	  towards	  indigenous	  populations	  in,	  e.g.,	  
Korea	  and	  Vietnam.	  	  The	  reason	  you	  will	  not	  find	  any	  sense	  of	  this	  is	  that	  the	  
exhibition	  has	  been	  organized	  within	  the	  same	  terms	  of	  reference.57	  	  
Hiller	  points	  to	  the	  Hayward	  Gallery	  exhibition’s	  failed	  attempts	  to	  present	  an	  ‘Indian’	  point	  
of	  view,	  recognising	  that	  in	  fact	  the	  objects	  in	  Sacred	  Circles	  were	  presented	  and	  
contextualised	  only	  according	  to	  the	  values	  of	  a	  European-­‐American	  viewpoint.	  	  She	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
56	  The	  American	  Indian	  Movement	  is	  an	  advocacy	  group	  that	  was	  founded	  in	  Minneapolis,	  USA	  in	  1968	  to	  
defend	  the	  civil	  and	  human	  rights	  of	  Native	  Americans.	  
57	  Susan	  Hiller,	  ‘Sacred	  Circles’	  (1978)	  in	  Einzig	  (1996),	  253.	  Hiller’s	  review	  was	  originally	  published	  in	  Studio	  
International	  in	  December	  1978.	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describes	  this	  as	  a	  ‘false	  objectivity’.58	  	  	   	   	   	   	   	   	  
	   In	  discussions	  of	  her	  own	  artistic	  practice	  Hiller	  associated	  this	  false	  objectivity	  with	  
her	  experience	  of	  academic	  anthropology.	  	  She	  found	  the	  expectation	  that	  the	  
anthropologist	  could	  maintain	  a	  detached	  perspective	  as	  a	  ‘participant/observer’	  during	  
fieldwork	  to	  be	  disingenuous	  and	  stuck	  in	  a	  tradition	  unwilling	  to	  adjust	  its	  own	  cultural	  
position:	  
Basically,	  I	  simply	  could	  not	  understand	  how	  the	  principle	  of	  cultural	  relativity	  
could	  operate	  in	  the	  psyche	  of	  an	  individual.	  	  If	  an	  anthropologist	  had	  actually	  
experienced	  a	  different	  sense	  of	  causality,	  for	  instance,	  or	  even	  its	  total	  absence	  as	  
a	  category	  of	  explanation,	  rather	  than	  just	  coming	  across	  the	  idea	  of	  such	  a	  
possibility,	  perhaps	  in	  Kant	  or	  in	  someone	  else’s	  ethnographic	  material	  –	  then	  
surely,	  this,	  like	  any	  other	  real-­‐life	  experience,	  would	  alter	  the	  perceptions	  of	  the	  
anthropologist,	  and	  change	  the	  entire	  course	  of	  his	  or	  her	  development?59	  
Unable	  to	  accommodate	  the	  expectation	  that	  she	  could	  take	  a	  neutral	  position	  in	  her	  work	  
as	  an	  anthropologist,	  Hiller	  had	  turned	  instead	  in	  the	  mid-­‐1960s	  to	  developing	  her	  own	  
artistic	  practice	  ‘determined	  to	  find	  a	  way	  to	  be	  inside	  all	  my	  activities’.60	  	  This	  shift	  became	  
a	  recurring	  theme	  in	  Hiller’s	  work,	  writings	  and	  contributions	  to	  debates	  in	  this	  period	  and	  
had	  a	  significant	  impact	  on	  how	  the	  relationship	  between	  art	  and	  anthropology	  was	  
interpreted	  in	  the	  1980s	  and	  1990s.61	   	   	   	   	   	  
	   Both	  Hiller	  and	  Medalla	  were	  working	  on	  installations	  in	  the	  mid-­‐1970s	  that	  
questioned	  the	  way	  that	  ethnographic	  objects	  were	  viewed,	  in	  particular	  the	  notion	  of	  
objectively	  representing	  other	  cultures.	  	  Hiller	  began	  work	  on	  Fragments	  in	  1976,	  an	  
installation	  presenting	  hundreds	  of	  found	  sherds	  of	  painted	  pottery	  made	  by	  Pueblo	  Indian	  
women,	  some	  in	  polythene	  bags,	  others	  isolated	  in	  pairs	  on	  sheets	  of	  white	  paper.	  	  These	  
were	  displayed	  alongside	  Hiller’s	  own	  drawings,	  charts	  and	  texts	  analysing	  the	  colours	  and	  
shapes	  evident	  in	  the	  sherds,	  lists	  of	  Pueblo	  design	  names	  and	  categories,	  quotations	  from	  
contemporary	  Pueblo	  potters	  and	  Hiller’s	  own	  ideas	  about	  parallels	  between	  the	  practices	  
of	  artists	  and	  archaeologists.62	  	  Hiller’s	  intention	  was	  to	  position	  herself	  alongside	  the	  
Pueblo	  potters,	  looking	  to	  dreams	  and	  other	  cultural	  references	  to	  try	  and	  find	  an	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
58	  Ibid.,	  257.	  
59	  Susan	  Hiller	  ‘Art	  and	  Anthropology/Anthropology	  and	  Art’	  (1977)	  in	  Einzig	  (1996),	  18.	  	  From	  a	  paper	  read	  at	  
the	  Institute	  for	  Social	  Anthropology,	  Oxford	  University	  on	  6th	  May	  1977.	  
60	  Ibid.,	  19.	  
61	  See	  Susan	  Hiller,	  ed.,	  The	  Myth	  of	  Primitivism	  (1991).	  	  This	  influential	  publication	  was	  based	  on	  a	  series	  of	  
seminars	  organised	  by	  Hiller	  on	  the	  topic	  at	  the	  Slade	  School	  of	  Art	  in	  1986.	  
62	  ‘Editors	  Introduction’,	  Einzig	  (1996),	  15.	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equivalent	  between	  their	  sources	  and	  her	  own	  that	  was	  neither	  hierarchical	  nor	  universal.63	  	  
In	  1978	  Fragments	  was	  installed	  as	  part	  of	  Hiller’s	  solo	  exhibition	  at	  the	  Museum	  of	  
Modern	  Art	  in	  Oxford	  and	  at	  the	  Hayward	  Gallery	  for	  the	  Hayward	  Annual	  ‘78.	  	  	  
	  
	  
Fig.56.	  Susan	  Hiller,	  Fragments	  (1976-­‐8),	  installed	  at	  the	  Hayward	  Gallery,	  London	  in	  1978	  as	  part	  of	  the	  
Hayward	  Annual	  ’78.	  
	  
In	  the	  same	  period,	  Medalla	  presented	  Eskimo	  Carver	  in	  the	  Artists	  for	  Democracy	  
project	  space.	  	  Medalla’s	  eclectic	  installation	  consisted	  of	  his	  own	  drawings	  and	  
transcriptions	  from	  a	  recent	  publication	  of	  ‘Eskimo	  Poems’	  originally	  transcribed	  by	  a	  
Danish	  anthropologist	  in	  the	  1930s.	  	  In	  addition,	  he	  did	  a	  performance	  titled	  ‘Alaska	  
Pipeline’	  which	  highlighted	  the	  racism	  in	  British	  press	  reports	  of	  the	  oil	  pipelines	  being	  
installed	  in	  Inuit	  territory	  in	  Alaska.	  	  Medalla	  also	  invited	  visitors	  to	  make	  their	  own	  knives	  
out	  of	  debris	  collected	  from	  the	  local	  neighbourhood.	  	  These	  knives	  were	  titled	  and	  hung	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
63	  Ibid.	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on	  the	  wall	  in	  what	  Guy	  Brett	  later	  described	  as	  ‘a	  playful	  parody	  of	  ethnographic	  
museums’.64	  	  Highlighting	  the	  key	  role	  of	  participation	  in	  this	  project,	  Brett	  continues:	  
The	  metaphor	  of	  creativity	  in	  this	  piece	  challenged	  our	  museum	  culture	  in	  two	  of	  
its	  guises	  simultaneously:	  showing	  up	  on	  the	  one	  hand	  the	  bourgeois	  notion	  of	  the	  
isolated	  genius	  and	  the	  sanctification	  of	  art	  objects	  in	  ‘museums	  of	  modern	  art’,	  
and	  on	  the	  other	  the	  ‘objective	  representation’	  of	  other	  cultures	  made	  in	  
ethnographic	  museums!	  One	  of	  the	  ironies	  of	  ethnographic	  museums	  is	  that	  they	  
usually	  display	  the	  materials	  and	  ceremonies	  of	  communal	  and	  participatory	  
cultures	  which	  we	  consume	  privately,	  almost	  as	  voyeurs.	  	  Medalla’s	  work,	  by	  its	  
particular	  use	  of	  participation,	  both	  pointed	  up	  and	  temporarily	  overcame	  this	  
schizophrenia.65	  
	  
	  	  	  	  	  	  	  	   	  
Fig.57.	  David	  Medalla,	  Eskimo	  Carver	  (1977),	  exhibition	  installation	  views,	  Artists	  for	  Democracy	  project	  space,	  
London,	  1977.	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
64	  Guy	  Brett	  ‘Unofficial	  Versions’	  in	  Hiller	  (1991),	  134.	  See	  also	  Guy	  Brett’s	  account	  of	  Eskimo	  Carver	  in	  Carnival	  
of	  Perception:	  Selected	  Writings	  on	  Art	  (London:	  inIVA,	  2004),	  85.	  
65	  Ibid.,	  134-­‐5.	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Both	  works	  reflect	  Hiller	  and	  Medalla’s	  dissatisfaction	  with	  the	  supposedly	  objective	  model	  
of	  collecting	  and	  displaying	  objects	  to	  represent	  other	  cultures.	  	  Instead,	  they	  chose	  to	  use	  
the	  exhibition	  space	  to	  highlight	  visceral	  and	  fragmented	  connections	  with	  the	  objects	  and	  
the	  contexts	  in	  which	  they	  were	  made.	  	  	  	   	   	   	   	   	  
	   Hiller	  and	  Medalla’s	  attention	  to	  the	  politics	  of	  cultural	  representation	  was	  
extended	  in	  the	  work	  and	  writings	  of	  Rasheed	  Araeen.	  	  As	  a	  member	  of	  Artists	  for	  
Democracy	  Araeen	  encouraged	  artists	  to	  engage	  with	  the	  cultural	  relationship	  between	  the	  
Third	  World	  and	  the	  West.66	  	  In	  July	  1977	  he	  presented	  Paki	  Bastard	  (Portrait	  of	  the	  Artist	  
as	  a	  Black	  Person)	  at	  the	  Artists	  for	  Democracy	  project	  space.	  	  In	  a	  series	  of	  vignettes,	  he	  
performed	  as	  a	  labourer	  and	  a	  victim	  of	  street	  violence	  and	  murder,	  against	  a	  series	  of	  
projected	  slides	  that	  included	  scenes	  from	  the	  east	  end	  of	  London,	  his	  home	  in	  Pakistan,	  
and	  his	  minimalist	  sculptures.67	  	  Araeen’s	  attempt	  in	  this	  performance	  to	  raise	  
consciousness	  about	  the	  representation	  of	  Third	  World	  cultures	  in	  Britain	  was	  expanded	  in	  
the	  journal	  Black	  Phoenix,	  which	  he	  launched	  in	  January	  1978	  with	  the	  poet	  Mahmood	  
Jamaal.	  	  Araeen	  introduced	  his	  ‘Black	  Manifesto’	  in	  the	  first	  edition,	  which	  was	  
simultaneously	  published	  in	  Studio	  International.68	  It	  opened	  by	  stating	  that:	  
The	  problems	  of	  contemporary	  art	  in	  the	  Third	  World	  today	  are	  part	  of	  its	  socio-­‐
economic	  and	  political	  predicaments,	  resulting	  from	  colonialism	  and	  its	  present	  
relationship	  with	  the	  West.	  	  We	  must	  therefore	  go	  beyond	  formal	  and	  aesthetic	  
considerations	  and	  look	  into	  the	  historical	  factors	  which	  influenced	  or	  supressed	  
artistic	  developments	  in	  the	  last	  few	  centuries,	  as	  well	  as	  those	  forces	  which	  are	  
today	  predominant,	  in	  the	  Third	  World.	   	   	   	   	   	  
	   By	  Third	  World	  we	  mean	  Asia,	  Africa,	  Latin	  America,	  and	  the	  Caribbean.	  	  
But	  we	  must	  also	  include	  in	  it	  all	  those	  non-­‐European	  peoples	  (whom	  we	  shall	  
collectively	  call	  ‘blacks’	  or	  ‘black	  people’)	  who	  now	  live	  in	  various	  Western	  
countries	  and	  find	  themselves	  in	  a	  similar	  predicament	  to	  that	  of	  the	  actual	  Third	  
World.69	  
The	  idea	  that	  the	  Western	  perception	  of	  the	  world,	  based	  on	  the	  principles	  of	  European	  
civilization,	  should	  constitute	  an	  inevitable	  mainstream	  is	  positioned	  as	  ‘one	  of	  the	  most	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
66	  Araeen,	  ‘Interview	  with	  David	  Medalla’,	  Black	  Phoenix	  3	  (Spring	  1979),	  17.	  
67	  For	  a	  detailed	  critical	  account	  of	  this	  performance	  and	  the	  establishment	  of	  Black	  Phoenix	  see	  Courtney	  J	  
Martin,	  ‘Rasheed	  Araeen,	  Live	  Art,	  and	  Radical	  Politics	  in	  Britain’,	  Getty	  Research	  Journal	  2	  (2010).	  
68	  Rasheed	  Araeen	  ‘Preliminary	  Notes	  for	  a	  Black	  Manifesto’,	  Black	  Phoenix	  1	  (Winter	  1978).	  Published	  under	  
the	  same	  title	  in	  Studio	  International	  194:988	  (1/1978).	  
69	  Rasheed	  Araeen	  ‘Preliminary	  Notes	  for	  a	  Black	  Manifesto’,	  Black	  Phoenix	  1	  (Winter	  1978),	  3.	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catastrophic	  developments	  that	  have	  taken	  place	  in	  human	  history,	  destroying	  or	  
supressing	  other	  cultures	  and	  civilizations’.70	  	  Araeen	  relates	  this	  to	  his	  own	  experience	  as	  a	  
‘Third	  World	  man’,	  ‘uprooted	  by	  cultural	  imperialism’	  from	  his	  Asian	  environment	  
(Pakistan)	  to	  the	  West	  (London),	  which	  proved	  to	  be	  a	  white	  man’s	  world.	  	  He	  describes	  
how	  the	  experience	  of	  living	  in	  the	  West	  led	  him	  to	  a	  ‘black	  consciousness’,	  an	  awareness	  
that	  ‘his	  real	  place	  is	  in	  the	  Third	  World’.71	  	  This	  had	  driven	  him	  to	  re-­‐examine	  his	  
relationship	  with	  the	  West	  and	  redefine	  his	  artistic	  role	  in	  the	  context	  of	  his	  people,	  
‘whether	  they	  live	  in	  their	  own	  countries	  or	  in	  the	  West’.72	  	  	   	   	   	  
	   Araeen	  developed	  the	  criticisms	  he	  had	  made	  in	  the	  early	  1970s	  of	  Western	  art	  as	  
‘international	  art’	  and	  of	  the	  category	  of	  ‘ethnic	  arts’,	  arguing	  that:	  ‘It	  is	  the	  concept	  of	  
mainstream	  which	  must	  be	  changed	  to	  meet	  the	  new	  demands	  of	  the	  society,	  and	  not	  the	  
other	  way	  round,	  if	  we	  want	  to	  avoid	  the	  pitfalls	  of	  cultural	  bantustans	  in	  Britain’.73	  Stating	  
that	  art	  can	  be	  neither	  neutral	  nor	  universal,	  Araeen	  encourages	  Third	  World	  artists	  to	  
embrace	  the	  radical	  consciousness	  of	  their	  time	  and	  create	  an	  international	  movement	  that	  
is	  different	  from	  and	  in	  opposition	  to	  Western	  art.74	  	  Within	  this,	  calls	  to	  return	  to	  ethnic	  
traditions	  are	  rejected	  as	  a	  backwards	  move	  that	  attributes	  modern	  developments	  
exclusively	  to	  Western	  history.	  	  Rather,	  Third	  World	  history	  is	  positioned	  as	  ‘the	  history	  of	  
pillage	  and	  plundering	  by	  colonialism’.75	  	  This	  is	  connected	  explicitly	  with	  the	  function	  of	  
museums:	  	  
Most	  of	  the	  Third	  World	  heritage	  is	  today	  either	  hidden	  away	  stored	  in	  the	  
basement	  lockers	  of	  Western	  museums	  or	  insolently	  displayed	  in	  their	  glass	  cases	  
as	  part	  of	  the	  evidence	  of	  the	  West’s	  pride	  and	  precious	  possessions.	  	  After	  
exterminating	  millions	  of	  people	  and	  then	  looting	  their	  belongings,	  the	  West	  today	  
has	  the	  audacity	  to	  call	  itself	  the	  protector	  of	  the	  artistic	  and	  cultural	  heritage	  of	  
the	  world.76	  
Araeen	  states	  that	  ‘we	  must	  grasp	  this	  truth	  and	  turn	  it	  into	  a	  weapon	  of	  our	  cultural	  
struggle.	  	  From	  centuries	  of	  oppressed	  existence,	  from	  the	  wilderness	  of	  colonialism,	  the	  
Third	  World	  must	  now	  emerge,	  like	  a	  black	  phoenix	  rising	  from	  the	  white	  ashes’.77	  	  Seeking	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  Ibid.,	  4.	  
71	  Ibid.,	  12.	  
72	  Ibid.	  
73	  Ibid.,	  10.	  	  	  
74	  Ibid.,	  11.	  
75	  Ibid.,	  4.	  
76	  Ibid.	  
77	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a	  new	  international	  platform	  that	  would	  allow	  a	  ‘real	  dialogue’	  to	  develop	  between	  ‘us’	  and	  
‘them’,	  Araeen	  calls	  for	  a	  rejection	  of	  Western	  art	  history	  as	  the	  mainstream,	  including	  the	  
concept	  of	  the	  creator	  as	  the	  individual	  genius,	  creating	  work	  to	  be	  passively	  consumed.	  	  
Rather,	  he	  proposes	  that	  the	  role	  of	  the	  art/cultural	  worker	  should	  be	  to	  initiate	  activity,	  
which	  people	  take	  up	  critically	  and	  which	  is	  completed	  only	  with	  their	  actual	  participation/	  
contribution.78	  	  In	  line	  with	  this,	  the	  manifesto	  itself	  is	  offered	  as	  ‘a	  prelude	  to	  a	  work	  
whose	  realisation	  and	  completion	  depends	  on	  all	  of	  us	  together,	  including	  our	  Western	  
comrades’.79	   	  	  
	  	  	   	   	   	   	   	   	   	   	   	   	   	  	  	  	  	  	  	  	  	  	  
	   	   	  	  	  	  	  	   	   	  
Fig.58.	  	  Image	  from	  Araeen’s	  performance	  Paki	  Bastard	  (Portrait	  of	  the	  Artist	  as	  a	  Black	  Person)	  at	  the	  
Artists	  for	  Democracy	  project	  space	  in	  1976,	  reproduced	  on	  the	  cover	  of	  Black	  Phoenix	  2	  (Summer	  
1978).	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Araeen	  presented	  a	  summary	  of	  his	  manifesto	  to	  a	  panel	  at	  the	  ICA	  in	  February	  
1978	  as	  part	  of	  a	  debate	  organised	  by	  Peter	  Fuller,	  Andrew	  Brighton,	  Richard	  Cork	  and	  John	  
Tagg	  on	  ‘The	  State	  of	  British	  Art’.80	  	  ‘The	  Multinational	  Style’	  panel	  was	  addressed	  primarily	  
towards	  what	  the	  ascendance	  of	  American	  culture	  might	  mean	  for	  British	  artists	  and	  arts	  
institutions,	  with	  the	  speakers	  including	  Araeen,	  Caroline	  Tisdall,	  Patrick	  Heron	  and	  Alan	  
Bowness.	  	  	  The	  debate	  reflects	  how	  deeply	  set	  were	  the	  views	  that	  Araeen	  was	  challenging.	  	  
For	  example,	  Bowness	  positioned	  himself	  as	  an	  art	  historian	  and	  as	  a	  neutral	  observer,	  
before	  defining	  international	  modernism	  as	  the	  culmination	  of	  artistic	  activity	  in	  Western	  
Europe	  and	  North	  America.	  	  In	  relation	  to	  Third	  World	  artists	  he	  believed	  that:	  	  
Nothing	  is	  sadder	  than	  the	  kind	  of	  feeble	  imitations	  of	  what	  is	  being	  done	  
elsewhere	  that	  you	  find	  in	  places	  away	  from	  the	  centre.	  	  It	  is	  extremely	  important	  
that	  each	  society	  should	  search	  for	  a	  particular	  national	  tradition	  […	  ]	  all	  art	  is	  the	  
product	  of	  the	  society	  that	  produces	  it.	  	  If	  you	  live	  in	  a	  different	  kind	  of	  society,	  you	  
will	  produce	  a	  different	  kind	  of	  art.	  	  And	  the	  choice	  is	  open	  to	  you:	  whether	  you	  
relate,	  or	  whether	  you	  do	  not	  relate,	  to	  the	  central	  body	  of	  art.81	  	  	   	  
Bowness’	  comments	  were	  disputed	  by	  the	  audience,	  notably	  by	  Peter	  Fuller	  who	  
challenged	  his	  definition	  of	  a	  ‘central	  body	  of	  art’	  and	  stated	  that	  his	  position	  as	  a	  ‘passive	  
spectator’	  was	  ‘simply	  a	  lie’:	  
What	  Alan	  Bowness	  calls	  the	  central	  body	  of	  art	  is,	  in	  fact,	  a	  tiny,	  narrow,	  tyrannous	  
little	  petty	  stream	  of	  modernism.	  	  Far	  from	  being	  revolutionary	  and	  subversive,	  I	  
would	  characterise	  this	  as	  being	  rather	  like	  a	  Red	  Indian	  reservation	  (and	  I	  use	  the	  
metaphor	  deliberately)	  into	  which	  artists	  are	  herded.	  	  What	  endorses	  that	  is	  the	  
whole	  system	  of	  patronage	  and	  commissioning	  in	  which	  people	  like	  Alan	  Bowness	  
play	  such	  a	  large	  part.82	  	  
	   The	  conflict	  of	  viewpoints	  at	  the	  State	  of	  British	  Art	  debate	  reflect	  broader	  tensions	  
within	  the	  ICA,	  where	  sympathy	  with	  and	  resistance	  to	  the	  expanded	  definition	  of	  
internationalism	  advocated	  by	  Araeen	  and	  Medalla	  operated	  side	  by	  side.	  	  However,	  with	  
an	  exhibition	  programme	  that	  continued	  to	  be	  dominated	  by	  white,	  European	  and	  
American	  artists,	  both	  Medalla	  and	  Araeen	  associated	  the	  ICA	  with	  an	  exclusive	  British	  arts	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  The	  debate	  was	  recorded	  and	  published	  as	  an	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  transcript	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  dedicated	  edition	  of	  Studio	  International	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establishment,	  described	  by	  Medalla	  in	  1978	  as	  ‘a	  dying	  structure’.	  83	  	  Turning	  instead	  to	  
creating	  their	  own	  forums	  for	  discussion	  and	  collaborative	  action,	  Medalla	  was	  optimistic	  
that	  ‘a	  new	  kind	  of	  world	  civilization’	  could	  be	  created	  by	  the	  world’s	  masses.84	  	  In	  an	  
interview	  with	  Araeen	  for	  Black	  Phoenix,	  Medalla	  remarked:	  ‘It’s	  actually	  happening	  now,	  
you	  are	  from	  one	  culture	  and	  I’m	  from	  another…	  but	  we	  are	  now	  beginning	  to	  learn	  how	  to	  
see	  all	  these	  different	  cultures	  together’.85	  	  Medalla	  wanted	  his	  own	  work	  to	  be	  seen	  and	  
understood	  as	  part	  of	  this	  international	  movement,	  rather	  than	  within	  the	  confines	  of	  a	  
British	  or	  European	  tradition,	  which	  he	  saw	  as	  incapable	  of	  accounting	  for	  his	  intentions.86	  	  
For	  Araeen,	  this	  movement	  towards	  a	  new	  internationalism	  was	  underpinned	  by	  a	  state	  of	  
crisis,	  evident	  in	  ‘the	  human	  conditions	  in	  most	  parts	  of	  the	  Third	  World’	  that	  had	  resulted	  
from	  imperial	  domination.	  	  In	  his	  view,	  this	  crisis	  determined	  the	  critical	  position	  of	  artists	  
from	  the	  Third	  World	  who	  therefore	  had	  a	  responsibility	  to	  actively	  address	  it	  through	  their	  
work:	  
The	  question	  now	  really	  is:	  how	  do	  we	  as	  artists	  from	  the	  Third	  World	  deal	  with	  this	  
crisis?	  While	  coming	  to	  terms	  with	  our	  own	  subjectivity,	  shouldn’t	  we	  also	  develop	  
a	  specific	  and	  constant	  ideological	  position	  in	  our	  artistic	  practice	  in	  the	  context	  of	  
our	  critical	  condition	  resulting	  primarily	  from	  imperialist	  domination?87	  
A	  passive,	  neutral	  position	  was	  neither	  desirable,	  nor	  possible;	  in	  Araeen’s	  view,	  black	  
artists’	  failure	  to	  directly	  address	  the	  ‘neo-­‐colonialism’	  of	  the	  Western	  world	  in	  their	  work	  
constituted	  an	  acceptance	  of	  subordination	  and	  marginality.88	  	  This	  formed	  the	  basis	  for	  his	  
review	  of	  the	  exhibition	  Afro-­‐Caribbean	  Art,	  which	  had	  been	  organised	  by	  the	  Drum	  Arts	  
Centre	  in	  1978	  to	  give	  greater	  prominence	  to	  Afro-­‐Caribbean	  artists	  working	  in	  Britain.89	  	  
The	  Drum	  Arts	  Centre	  had	  originally	  been	  formed	  in	  1974	  as	  part	  of	  an	  unsuccessful	  
attempt	  to	  establish	  a	  permanent	  centre	  for	  black	  arts	  in	  central	  London.90	  	  The	  founding	  
group	  deliberately	  distanced	  themselves	  from	  the	  volatile	  ‘problem	  of	  race	  relations’	  and	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  Araeen,	  ‘Interview	  with	  David	  Medalla’,	  Black	  Phoenix	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  (Spring	  1979),	  12.	  	  A	  few	  months	  before	  making	  this	  
comment	  Medalla	  had	  presented	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  performance	  titled	  The	  Circumnavigation	  of	  the	  World	  at	  the	  ICA.	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  Rasheed	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  Art’,	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90	  Founding	  members	  included	  Joe	  Aveline,	  who	  was	  general	  manager	  at	  the	  ICA.	  	  The	  group	  used	  the	  ICA	  as	  
their	  correspondence	  address,	  while	  their	  original	  proposal	  for	  a	  centre	  encompassing	  a	  theatre,	  art	  gallery,	  
concerts,	  poetry	  readings,	  films,	  lectures,	  workshops	  and	  audio-­‐visual	  activities	  echoes	  the	  ICA’s	  structure	  
(TGA955/6/3).	  	  In	  1975	  Drum	  organised	  a	  season	  of	  plays	  by	  West	  Indian	  writers	  at	  the	  ICA,	  accompanied	  by	  an	  
exhibition	  of	  photographs	  and	  costumes	  celebrating	  the	  tenth	  anniversary	  of	  the	  Notting	  Hill	  carnival	  titled	  Mas	  
in	  the	  Mall.	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Araeen’s	  review	  of	  Afro-­‐Caribbean	  Art	  can	  be	  read	  as	  a	  response	  to	  this	  position.91	  	  Araeen	  
criticised	  the	  work	  shown	  in	  the	  exhibition	  for	  failing	  to	  reflect	  on	  an	  Afro-­‐Caribbean	  
reality,	  stating	  that	  it	  is	  not	  enough	  to	  group	  these	  artists	  together	  simply	  because	  they	  
have	  connections	  with	  Africa	  or	  the	  Caribbean.	  	  He	  felt	  that	  if	  the	  artists	  were	  going	  to	  
exhibit	  under	  this	  grouping	  their	  experience	  of	  Afro-­‐Caribbean	  identity	  should	  be	  
deliberately	  expressed	  in	  their	  work.92	  In	  contrast,	  he	  saw	  the	  work	  in	  the	  exhibition	  as	  
lacking	  originality	  and	  purpose,	  describing	  it	  as	  bad	  imitations	  of	  Western	  styles	  that	  
accepted	  rather	  than	  challenged	  a	  state	  of	  cultural	  neo-­‐colonialism.93	  	  Araeen	  called	  
instead	  for	  a	  rejection	  of	  the	  conventions	  of	  Western	  art	  and	  the	  marginalised	  or	  
‘ethnicised’	  status	  of	  black	  artists,	  encouraging	  artists	  to:	  
[L]ook	  deep	  into	  our	  reality	  as	  black	  people	  in	  this	  country,	  as	  well	  as	  in	  the	  world	  
at	  large,	  and	  unless	  we	  incorporate	  critically	  this	  reality	  in	  our	  creative	  work	  we	  
would	  have	  nothing	  to	  say	  or	  contribute.	  	  Art	  is	  not	  merely	  a	  craft,	  decoration	  or	  
entertainment,	  but	  means	  of	  expression	  through	  which	  one	  asserts	  one’s	  own	  
humanity.94	  	  
The	  connection	  that	  Araeen	  emphasised	  between	  self-­‐expression	  and	  cultural	  
identity	  as	  a	  self-­‐directed	  mode	  of	  resistance	  laid	  the	  foundations	  for	  the	  radical	  black	  arts	  
movement	  that	  emerged	  in	  Britain	  in	  the	  1980s.95	  	  It	  also	  marked	  a	  significant	  departure	  
from	  the	  attempts	  to	  isolate	  Afro-­‐Caribbean	  art	  in	  London’s	  art	  institutions.	  
	  
Conclusion	  	  
The	  growing	  emphasis	  on	  politically	  engaged,	  conceptual	  practice	  amongst	  artists	  in	  the	  
1970s	  reconfigured	  their	  relationship	  with	  anthropology	  and	  its	  objects.	  	  The	  distinctions	  
that	  had	  underpinned	  earlier	  exhibitions	  and	  debates	  about	  the	  relationship	  between	  art	  
and	  society	  were	  being	  understood	  in	  new	  ways.	  	  This	  is	  clearly	  evident	  in	  artists’	  
approaches	  to	  cultural	  identity	  and	  their	  relationships	  with	  traditional	  practices.	  	  These	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
91	  Defining	  itself	  as	  neither	  separatist	  nor	  integrationist,	  the	  ‘third	  way’	  proposed	  by	  Drum	  was	  based	  on	  a	  non-­‐
confrontational	  accommodation	  of	  cultural	  diversity.	  	  A	  statement	  of	  their	  aims	  reads:	  ‘It	  is	  inevitable	  that	  the	  
issue	  of	  race	  relations	  should	  underline	  any	  consideration	  of	  such	  a	  provision	  as	  the	  proposed	  Arts	  Centre,	  but	  
we	  cannot	  over	  state	  how	  regrettable	  it	  is	  when	  race	  is	  deliberately	  used	  to	  confuse	  the	  cultural	  issue’.	  	  ‘The	  
Drum	  Arts	  Centre:	  Proposal	  for	  a	  Centre	  for	  Black	  Arts	  in	  London’	  (TGA955/6/3).	  
92	  Araeen,	  ‘Afro-­‐Caribbean	  Art’,	  Black	  Phoenix,	  2	  (Summer	  1978),	  31.	  
93	  For	  example,	  he	  dismissed	  Frank	  Bowling’s	  paintings	  as	  ‘no	  more	  than	  a	  decorative	  pastiche	  of	  the	  out-­‐
moded	  styles	  of	  [the]	  post-­‐abstract	  expressionist	  period	  in	  New	  York’	  with	  ‘nothing	  to	  say’.	  	  Ibid.	  
94	  Ibid.	  
95	  See	  Chambers	  (2014),	  56.	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were	  positioned	  as	  volatile	  sites	  of	  self-­‐expression,	  where	  the	  violent	  history	  of	  racism	  and	  
colonialism	  could	  (and	  in	  Araeen’s	  view,	  should)	  be	  confronted.	  	  These	  new	  definitions	  of	  
non-­‐Western	  art	  were	  largely	  ignored	  by	  the	  British	  arts	  establishment	  until	  the	  mid-­‐
1980s.96	  	  Equally,	  many	  of	  the	  changes	  that	  took	  place	  at	  the	  British	  Museum	  in	  the	  1970s	  
that	  facilitated	  Paolozzi’s	  project	  Lost	  Magic	  Kingdoms	  took	  place	  in	  parallel	  to	  the	  new	  
approaches	  to	  art	  practice	  documented	  in	  this	  chapter.	  	  However,	  it	  is	  only	  by	  considering	  
them	  together	  that	  the	  mixed	  reactions	  to	  the	  British	  Museum’s	  attempt	  to	  register	  the	  
relevance	  of	  their	  ethnographic	  collections	  for	  practicing	  artists	  can	  be	  fully	  appreciated.	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
96	  The	  Thin	  Black	  Line,	  an	  exhibition	  of	  work	  by	  black	  female	  artists	  at	  the	  ICA	  in	  1985,	  selected	  by	  Lubaina	  
Himid,	  marked	  a	  shift	  in	  the	  ICA’s	  exhibition	  programme.	  	  However,	  the	  exhibition	  The	  Other	  Story:	  Afro-­‐Asian	  
artists	  in	  post-­‐war	  Britain,	  curated	  by	  Araeen	  at	  the	  Hayward	  Gallery	  in	  1989	  is	  widely	  recognised	  as	  the	  turning	  
point	  in	  the	  British	  arts	  establishment’s	  engagement	  with	  a	  new	  internationalism	  in	  the	  visual	  arts.	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CHAPTER	  5	  	  
Assemblage	  in	  Practice	  at	  the	  Museum	  of	  Mankind	  in	  the	  1970s	  and	  
early	  1980s	  
The	  growing	  interest	  amongst	  anthropologists	  in	  objects	  that	  reflected	  the	  diversity	  of	  
everyday	  life	  transformed	  the	  collection	  and	  display	  of	  ethnography	  at	  the	  British	  Museum	  
over	  the	  course	  of	  the	  1970s.	  	  In	  debates	  about	  the	  relationship	  between	  ‘primitive’	  art	  and	  
society	  in	  the	  late	  1960s	  the	  complexity	  of	  specific	  temporal	  and	  geographical	  contexts,	  
advocated	  by	  Edmund	  Leach,	  superseded	  William	  Fagg’s	  universal	  definition	  of	  tribal	  art.	  	  
Thus,	  when	  Malcolm	  McLeod,	  a	  social	  anthropologist	  specialising	  in	  Ghana,	  took	  over	  from	  
Fagg	  as	  Keeper	  of	  Ethnography	  at	  the	  British	  Museum	  in	  1974	  Leach	  saw	  it	  as	  signalling	  a	  
new	  era	  of	  collaboration	  between	  academic	  anthropology	  and	  museum	  ethnography.	  	  This	  
chapter	  examines	  how	  this	  influenced	  the	  collection	  and	  display	  of	  ethnography	  at	  the	  
Museum	  of	  Mankind	  in	  the	  1970s	  and	  early	  1980s.	  	  The	  shifts	  that	  took	  place	  opened	  up	  
parallels	  with	  Eduardo	  Paolozzi’s	  assemblage-­‐based	  approach	  to	  material	  culture,	  which	  
were	  explored	  in	  the	  collaborative	  exhibition	  Lost	  Magic	  Kingdoms.	  	   	   	  
	   At	  the	  Museum	  of	  Mankind	  anthropologists	  used	  the	  exhibition	  spaces	  to	  recreate	  
the	  environments	  that	  they	  experienced	  during	  their	  fieldwork,	  using	  a	  diverse	  range	  of	  
objects,	  images,	  sounds,	  smells	  and	  architectural	  reconstructions	  to	  educate	  visitors.	  	  
Simultaneous	  exhibitions	  juxtaposed	  different	  cultural	  environments,	  alongside	  more	  
conventional	  displays	  of	  the	  Museum’s	  ‘treasures’,	  allowing	  visitors	  to	  experience	  different	  
interpretations	  of	  material	  culture	  side	  by	  side.	  	  Fagg	  and	  McLeod	  both	  supported	  this	  
multifaceted	  approach	  to	  exhibiting	  the	  collections.	  	  However,	  this	  chapter	  shows	  that	  the	  
different	  ways	  that	  they	  understood	  the	  relationship	  between	  art	  and	  ethnography	  within	  
this	  structure	  played	  a	  central	  role	  in	  reconfiguring	  the	  interpretation	  of	  the	  ethnographic	  
collections	  in	  this	  period.	  	  While	  Fagg	  singled	  out	  masterpieces	  of	  tribal	  art	  as	  the	  objects	  
most	  likely	  to	  communicate	  the	  spiritual	  values	  of	  ‘the	  tribe’,	  regardless	  of	  time	  or	  place,	  
McLeod,	  like	  Leach,	  saw	  ‘art’	  as	  a	  curious,	  imprecise	  and	  constantly	  shifting	  category,	  to	  be	  
used	  cautiously.	   	   	   	   	   	   	   	   	  
	   McLeod	  and	  Paolozzi	  became	  friends	  in	  1978.	  	  Their	  shared	  interest	  in	  an	  
expanded,	  fluid	  approach	  to	  material	  culture,	  unrestrained	  by	  fixed	  definitions	  of	  art,	  
resulted	  in	  the	  exhibition	  Lost	  Magic	  Kingdoms,	  which	  opened	  at	  the	  Museum	  of	  Mankind	  
in	  1985.	  	  The	  second	  half	  of	  this	  chapter	  shows	  how	  closely	  tied	  the	  realisation	  and	  mixed	  
reception	  of	  this	  display	  of	  Paolozzi’s	  assemblages	  was	  to	  the	  multidisciplinary	  historical	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contexts	  that	  this	  thesis	  has	  covered.	  	  This	  departs	  from	  the	  current	  tendency	  to	  position	  
Lost	  Magic	  Kingdoms	  as	  marking	  the	  beginning	  of	  an	  ethnographic	  turn	  in	  art	  practice,	  or	  of	  
an	  ‘artistic	  turn’	  in	  anthropology	  and	  ethnographic	  museology	  in	  the	  1980s	  and	  1990s.1	  	  
Equally,	  it	  gives	  context	  to	  the	  connections	  that	  Paolozzi	  and	  the	  art	  historian	  Dawn	  Ades	  
made	  at	  the	  time	  with	  his	  Independent	  Group	  projects	  and	  the	  legacy	  of	  ethnographic	  
surrealism.	  	  These	  contexts	  are	  important,	  however	  it	  is	  only	  by	  addressing	  the	  changes	  
that	  took	  place	  in	  art	  practice	  and	  anthropology	  in	  London	  in	  the	  intervening	  decades	  that	  
the	  conflicting	  responses	  to	  Lost	  Magic	  Kingdoms	  can	  be	  properly	  understood.	  	  This	  allows	  
for	  a	  more	  challenging	  assessment	  of	  the	  changing	  relationship	  between	  assemblage,	  art	  
practice	  and	  ethnography.	  
	  
William	  Fagg’s	  Exhibitions	  at	  the	  Museum	  of	  Mankind,	  1969-­‐74	  
In	  his	  final	  five	  years	  of	  service	  at	  the	  British	  Museum	  William	  Fagg	  oversaw	  the	  movement	  
of	  the	  Museum’s	  ethnography	  collection	  displays	  from	  the	  main	  site	  in	  Bloomsbury	  to	  the	  
Museum	  of	  Mankind	  in	  Mayfair,	  which	  opened	  in	  1970.	  	  Fagg	  had	  been	  promoted	  from	  
Assistant	  Keeper	  to	  Keeper	  of	  Ethnography	  in	  1969,	  succeeding	  Adrian	  Digby	  with	  whom	  he	  
had	  worked	  on	  plans	  for	  the	  Museum	  of	  Mankind.2	  	  The	  decision	  to	  relocate	  the	  
ethnography	  collections	  had	  been	  taken	  by	  the	  Museum	  Trustees	  in	  1966	  to	  ‘relieve	  
congestion’	  in	  the	  main	  building,	  which	  was	  partly	  the	  result	  of	  delays	  in	  plans	  to	  move	  the	  
British	  Library	  to	  a	  new	  site.3	  	  The	  reserve	  ethnography	  collections	  were	  moved	  to	  a	  new	  
storage	  facility	  in	  Shoreditch	  and	  a	  series	  of	  exhibition	  galleries	  were	  created	  at	  6	  
Burlington	  Gardens,	  along	  with	  a	  library,	  study	  room,	  lecture	  theatre,	  museum	  shop	  and	  
staff	  offices.	  	  Although	  continuing	  to	  operate	  under	  the	  auspices	  of	  the	  British	  Museum,	  
this	  new	  arrangement	  gave	  the	  ethnography	  department	  a	  distinct	  sense	  of	  autonomy	  in	  
this	  period.4	  	  	   	   	   	   	   	   	   	   	  
	   Fagg	  played	  a	  crucial	  role	  in	  establishing	  the	  identity	  of	  the	  Museum	  of	  Mankind.	  	  
In	  contrast	  to	  the	  ethnographic	  galleries	  which	  had	  opened	  in	  the	  main	  museum	  in	  1883,	  
the	  Museum	  of	  Mankind	  was	  designed	  to	  allow	  for	  a	  dynamic	  programme	  of	  changing	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  See	  Levell	  (2016),	  17.	  
2	  John	  Mack,	  personal	  communication,	  2015.	  
3	  Annie	  Coombes,	  'Blinded	  By	  Science:	  Ethnography	  at	  the	  British	  Museum'	  in	  Art	  Apart:	  Artifacts,	  Institutions	  
and	  Ideology	  in	  England	  and	  North	  America	  From	  1800	  to	  the	  Present,	  ed.	  Marcia	  Pointon	  (Manchester:	  
Manchester	  University	  Press,	  1994),	  102.	  	  
4	  John	  Mack	  and	  Malcolm	  McLeod,	  personal	  communication,	  2015.	  	  The	  Museum	  of	  Mankind	  operated	  from	  
1970	  until	  1997.	  	  In	  1994	  the	  Mexico	  Gallery	  opened	  at	  the	  British	  Museum’s	  main	  site	  in	  Bloomsbury,	  marking	  
the	  beginning	  of	  the	  reintegration	  of	  the	  ethnography	  displays.	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exhibitions.	  	  Although	  there	  had	  been	  some	  rearrangement	  of	  the	  ethnographic	  displays	  in	  
the	  main	  museum	  and	  a	  temporary	  exhibition	  led	  by	  the	  department	  almost	  every	  year	  
since	  1946,	  the	  shift	  from	  a	  permanent	  display	  to	  a	  series	  of	  changing	  shows	  was	  significant	  
and	  reflected	  Fagg’s	  enthusiasm	  for	  exhibition	  making.	  	  This	  was	  directly	  acknowledged	  in	  
the	  publicity	  launching	  the	  Museum	  of	  Mankind.	  	  Its	  first	  brochure	  included	  the	  following	  
introduction:	  
For	  a	  short	  period,	  while	  the	  exhibitions	  on	  show	  at	  Bloomsbury	  are	  being	  
dismantled,	  both	  old	  and	  new	  displays	  will	  be	  on	  view.	  	  It	  will	  therefore	  be	  possible	  
to	  see	  the	  major	  change	  of	  exhibition	  policy	  which	  is	  embodied	  in	  the	  new	  
exhibitions.	  	  In	  the	  old	  gallery,	  virtually	  all	  the	  main	  tribes	  and	  culture	  areas	  which	  
are	  at	  present	  in	  the	  Department’s	  collections	  were	  represented	  in	  the	  exhibition,	  
and	  the	  space	  was	  so	  limited	  that	  the	  representation	  was	  generally	  only	  a	  token	  
one.	  	  At	  Burlington	  Gardens	  it	  is	  proposed	  to	  choose	  up	  to	  fifteen	  cultures	  to	  be	  
shown	  at	  any	  one	  time	  and	  to	  use	  for	  each	  a	  separate	  room.	  […]	  The	  most	  
important	  feature	  of	  the	  new	  policy	  is	  that	  all	  exhibitions,	  unlike	  the	  old,	  will	  not	  be	  	  	  
permanent	  but	  will	  each	  run	  for	  about	  a	  year	  before	  being	  replaced	  by	  another	  
exhibition.5	  
The	  move	  to	  a	  programme	  of	  multiple	  changing	  exhibitions	  was	  envisaged	  primarily	  as	  
allowing	  for	  more	  detailed	  accounts	  of	  the	  cultures	  represented	  in	  the	  collection.	  	  The	  first	  
brochure	  goes	  on	  to	  describe	  how	  the	  objects	  will	  be	  accompanied	  by	  photographs,	  
illustrations,	  films,	  recordings	  and	  a	  handbook	  to	  give	  ‘the	  fullest	  possible	  picture	  of	  the	  life	  
of	  the	  tribe	  concerned’.6	  	  In	  this	  respect,	  the	  Ethnography	  Department’s	  use	  of	  the	  galleries	  
to	  ‘illustrate	  the	  cultures’	  of	  what	  were	  described	  as	  primitive	  or	  tribal	  societies	  had	  not	  
changed.7	  	  As	  the	  opening	  programme	  of	  ten	  simultaneous	  exhibitions	  demonstrated,	  the	  
new	  policy	  and	  increased	  provision	  of	  space	  allowed	  for	  a	  series	  of	  relatively	  nuanced	  
accounts	  of	  specific	  themes	  within	  this.	  	  The	  shows	  included	  recent	  fieldwork	  collections	  
made	  by	  anthropologists,	  alongside	  displays	  of	  recognised	  treasures	  selected	  from	  the	  
department’s	  historic	  collections.	  	  For	  example,	  in	  Room	  15	  Hunters	  and	  Gatherers:	  The	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5	  Museum	  of	  Mankind	  publicity	  leaflet,	  1970	  (John	  Mack	  personal	  archive).	  	  The	  cost	  and	  work	  involved	  in	  
staging	  fifteen	  simultaneous	  exhibitions	  meant	  this	  this	  ambition	  was	  rarely	  realised	  in	  full	  and	  many	  displays	  
remained	  in	  place	  for	  several	  years.	  	  Malcolm	  McLeod,	  personal	  communication,	  February	  2016.	  
6	  Museum	  of	  Mankind	  publicity	  leaflet,	  1970.	  	  	  
7	  See	  the	  British	  Museum	  Guide	  (London:	  British	  Museum,	  1965),	  38:	  ‘Ethnographical	  Gallery:	  Ethnography	  is	  
concerned	  with	  primitive	  peoples	  and	  their	  cultures	  in	  various	  stages	  of	  development,	  as	  revealed	  by	  their	  tools	  
and	  implements	  of	  daily	  life,	  ritual	  objects,	  and	  other	  arts	  and	  crafts.	  	  The	  Museum	  collections	  illustrate	  the	  
cultures	  of	  those	  races	  which	  have	  no	  written	  records	  and	  are	  practically	  unknown	  to	  history.	  	  The	  arrangement	  
of	  the	  exhibits	  is	  based	  on	  geographical	  regions,	  but	  the	  significance	  of	  the	  material	  exhibited	  may	  also	  be	  
assessed	  in	  terms	  of	  the	  relationship	  of	  Man	  to	  (a)	  his	  environment	  (b)	  his	  fellows	  and	  (c)	  the	  supernatural.’	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material	  culture	  of	  the	  nomadic	  Hadza	  presented	  objects	  collected	  in	  the	  field	  by	  Dr	  James	  
Woodburn	  between	  1958	  and	  1960.8	  	  Costumes	  of	  Palestine	  in	  Room	  2	  displayed	  textiles	  
worn	  by	  Palestinian	  Arabs	  ‘up	  to	  the	  end	  of	  the	  British	  Mandate	  in	  1948’,	  which	  had	  been	  
collected	  and	  documented	  in	  the	  field	  between	  1966	  and	  1970	  ‘in	  an	  attempt	  to	  rescue	  
those	  pieces	  which	  have	  survived	  the	  upheavals	  of	  the	  last	  few	  decades’.9	  	  In	  Room	  3	  a	  
companion	  exhibition	  showed	  the	  processes	  of	  production	  of	  ‘traditional	  textiles’,	  including	  
looms,	  photographs	  and	  diagrams.	  	  Other	  displays	  included	  an	  exhibition	  about	  Hans	  
Sloane’s	  founding	  collection	  of	  ethnography,	  early	  turquoise	  mosaics	  from	  Mexico,	  and	  
Javanese	  shadow	  puppets	  accompanied	  by	  a	  full	  set	  of	  Gamelan	  instruments	  that	  had	  been	  
collected	  by	  Sir	  Stamford	  Raffles	  in	  1816.	  	  	   	   	   	   	  
	   Three	  further	  opening	  exhibitions,	  Divine	  Kingship	  in	  Africa,	  The	  Potter’s	  Art	  in	  
Africa	  and	  The	  Tribal	  Image	  were	  clearly	  driven	  by	  Fagg’s	  own	  particular	  approach	  to	  the	  
Museum’s	  ethnography	  collections,	  bringing	  together	  an	  interest	  in	  context	  and	  a	  
commitment	  to	  a	  universal	  category	  of	  art.	  	  As	  Fagg	  articulated	  in	  debates	  at	  the	  time,	  he	  
believed	  that	  social	  anthropologists	  could	  provide	  a	  wealth	  of	  valuable	  information	  about	  
the	  subject	  matter	  of	  objects	  in	  the	  British	  Museum’s	  ethnography	  collections,	  but	  that	  it	  
was	  necessary	  to	  engage	  with	  a	  universal	  aesthetic	  to	  gauge	  the	  true	  meaning	  of	  tribal	  
art.10	   	   	   	   	   	   	   	   	   	  
	   Divine	  Kingship	  in	  Africa	  reflected	  Fagg’s	  specialist	  interest	  in	  antiquities	  from	  Benin	  
and	  had	  initially	  been	  conceived	  as	  a	  collaborative	  project	  with	  the	  anthropologist	  RE	  
Bradbury.11	  	  As	  well	  as	  valuing	  the	  display	  of	  the	  objects	  selected	  for	  the	  exhibition	  as	  
individual	  artworks,	  Fagg	  was	  committed	  to	  the	  use	  of	  contextualising	  information	  and	  
made	  extensive	  use	  of	  Bradbury’s	  fieldwork	  photographs	  in	  the	  exhibition	  and	  
accompanying	  publication.	  	  The	  exhibition	  also	  included	  the	  reconstruction	  of	  a	  ‘typical’	  
seventeenth	  century	  Benin	  palace	  courtyard	  in	  which	  objects	  from	  the	  collections	  were	  
displayed,	  a	  contextualising	  devise	  that	  the	  Museum	  of	  Mankind	  would	  go	  on	  to	  make	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
8	  Woodburn	  had	  studied	  anthropology	  at	  Cambridge	  under	  Edmund	  Leach	  and	  Meyer	  Fortes	  and	  went	  on	  to	  
teach	  at	  the	  London	  School	  of	  Economics.	  	  His	  fieldwork	  collection	  was	  exhibited	  in	  the	  Department	  of	  
Anthropology	  at	  University	  College	  London	  in	  1965	  and	  was	  purchased	  by	  the	  British	  Museum	  in	  1970.	  James	  
Woodburn	  interviewed	  by	  Alan	  McFarlane,	  June	  2005,	  
http://www.alanmacfarlane.com/DO/filmshow/woodburn1_fast.htm,	  accessed	  April	  2016.	  James	  Woodburn,	  
biographical	  details,	  
http://www.britishmuseum.org/research/search_the_collection_database/term_details.aspx?bioId=34062,	  
accessed	  April	  2016.	  
9	  Museum	  of	  Mankind	  publicity	  leaflet,	  1970	  (John	  Mack,	  personal	  collection).	  
10	  See	  William	  Fagg,	  ‘In	  Search	  of	  Meaning	  in	  African	  Art’	  in	  Primitive	  Art	  and	  Society,	  ed.	  Anthony	  Forge	  
(Oxford:	  Oxford	  University	  Press,	  1973),	  161,	  168.	  
11	  RE	  (Robert)	  Bradbury	  had	  died	  suddenly	  in	  1969.	  	  Fagg	  acknowledges	  that	  the	  project	  ‘would	  have	  been	  
greatly	  enriched	  by	  his	  contribution,	  combining	  in	  a	  unique	  way	  the	  insights	  of	  his	  very	  broad	  conception	  of	  
social	  anthropology	  with	  those	  of	  material	  culture’.	  	  William	  Fagg,	  Divine	  Kingship	  in	  Africa,	  exhibition	  
catalogue,	  (London:	  British	  Museum	  Publications,	  1970),	  6.	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extensive	  and	  increasingly	  elaborate	  use	  of.	  	  As	  Divine	  Kingship	  in	  Africa	  demonstrated,	  
Fagg	  embraced	  the	  inclusion	  of	  contextual	  information	  in	  the	  exhibition	  space	  and	  valued	  
fieldwork-­‐based	  research.	  	  However,	  his	  own	  approach	  to	  gathering	  information	  in	  the	  field	  
was	  criticised	  by	  academic	  anthropologists.	  	  For	  example,	  in	  contrast	  to	  the	  extended	  
periods	  of	  participant	  observation	  associated	  with	  ethnographic	  fieldwork,	  Fagg	  was	  
confident	  that	  adequate	  evidence	  could	  be	  recorded	  in	  short	  visits,	  particularly	  with	  the	  aid	  
of	  photography.	  	  He	  explicitly	  recommended	  this	  approach	  in	  his	  1972	  publication	  The	  
Living	  Arts	  of	  Nigeria:	  
[...]ethnologists	  or	  ethnographers	  may	  learn	  from	  it	  too,	  especially	  if	  they	  have	  
sometimes	  thought	  of	  doing	  a	  compendious	  work	  on	  the	  technology	  of	  one	  
country:	  let	  them	  form	  a	  team	  with	  a	  first-­‐class	  professional	  photographer	  and	  if	  
possible	  an	  artist,	  and	  with	  suitable	  planning	  the	  job	  should	  be	  done	  in	  less	  than	  a	  
month’s	  work.12	  
Fagg’s	  focus	  was	  on	  gathering	  contextualising	  information	  that	  illustrated	  his	  approach	  to	  
material	  culture,	  as	  opposed	  to	  the	  immersion	  in	  alternative	  social	  contexts	  that	  academic	  
anthropologists	  associated	  with	  fieldwork	  research.	   	   	   	   	  
	   The	  Potter’s	  Art	  in	  Africa	  and	  The	  Tribal	  Image	  were	  both	  underpinned	  by	  Fagg’s	  
confidence	  in	  a	  universal	  formal	  category	  of	  art,	  displaying	  individual	  works	  selected	  for	  
their	  ‘artistic	  qualities’.13	  	  The	  handbook	  written	  by	  Fagg	  and	  John	  Picton	  to	  accompany	  The	  
Potter’s	  Art	  in	  Africa	  opens	  by	  declaring	  that	  the	  selection	  of	  works	  had	  been	  made	  ‘from	  
the	  point	  of	  view	  of	  art’.14	  	  Art	  is	  distinguished	  from	  craft	  as	  emphasising	  form	  rather	  than	  
technique.	  	  This	  is	  elaborated	  in	  a	  description	  that	  focuses	  on	  a	  perceived	  balance	  between	  
form	  and	  function:	  
A	  pot	  does	  not	  become	  a	  work	  of	  art	  only	  if	  a	  sculptor	  or	  painter	  had	  some	  part	  in	  
its	  making.	  	  Pottery	  does	  not	  rely	  upon	  sculpted	  ornament	  or	  painted	  decoration	  in	  
order	  to	  qualify	  as	  art;	  it	  relies	  upon	  its	  own	  counterpoint	  of	  form,	  colour,	  texture,	  
and	  ornament	  all	  directed	  towards	  a	  particular	  purpose.15	  
The	  instinctive	  recognition	  and	  universal	  validity	  of	  this	  quality	  of	  ‘art’	  was	  addressed	  on	  
more	  personal	  terms	  by	  Fagg	  in	  The	  Tribal	  Image.	  	  He	  described	  the	  exhibition	  as	  a	  
subjective	  selection	  of	  what	  he	  considered	  to	  be	  the	  best	  pieces	  in	  the	  British	  Museum’s	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12	  William	  Fagg,	  The	  Living	  Arts	  of	  Nigeria	  (New	  York:	  Macmillan,	  1972),	  unpaginated.	  
13	  Museum	  of	  Mankind	  publicity	  leaflet,	  1970.	  (John	  Mack,	  personal	  collection).	  
14	  William	  Fagg	  and	  John	  Picton,	  The	  Potter’s	  Art	  in	  Africa,	  exhibition	  catalogue	  (London:	  British	  Museum,	  1970),	  
5.	  
15	  Ibid.,	  7.	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ethnography	  collection	  ‘based	  upon	  sculptural	  interest	  and	  quality,	  neither	  of	  which	  are	  
matters	  of	  scientific	  objectivity’.16	  	  However,	  Fagg	  stressed	  that	  although	  his	  choice	  had	  not	  
been	  made	  on	  ‘strictly	  ethnographical	  criteria’	  it	  should	  be	  of	  interest	  to	  ethnographers	  
‘since	  the	  best	  artists	  must	  also	  be	  the	  best	  communicators	  of	  the	  spiritual	  values	  of	  the	  
tribe’.17	  	  The	  artistic	  validity	  of	  the	  sculptural	  standards	  used	  in	  the	  selection	  is	  supported	  
by	  his	  collaboration	  with	  ‘the	  eminent	  sculptor’	  Leon	  Underwood,	  with	  whom	  Fagg	  had	  a	  
longstanding	  relationship,	  based	  largely	  on	  their	  shared	  interest	  in	  figurative	  works	  from	  
West	  Africa.18	  	   	  	   	   	   	   	   	   	   	   	  
	   To	  clarify	  his	  title,	  Fagg	  states	  in	  the	  introduction	  to	  The	  Tribal	  Image	  handbook	  
that	  ‘image’	  is	  used	  in	  the	  ‘concrete	  sense	  of	  a	  representation	  of	  the	  human	  form’.19	  	  He	  
acknowledges	  that	  there	  are	  diverse	  interpretations	  of	  ‘tribe’	  across	  geographical	  fields,	  
but	  remains	  confident	  in	  the	  value	  of	  an	  authentic	  ‘tribal	  style’	  that	  supersedes	  the	  
specificities	  of	  time	  and	  place:	  
Differences	  of	  usage,	  and	  even	  of	  fact,	  between	  different	  areas	  of	  the	  tribal	  world	  
need	  not	  cause	  us	  any	  concern,	  for	  a	  tribe	  in	  the	  untrammelled	  state	  –	  that	  is	  
before	  the	  co-­‐ordinates	  of	  its	  way	  of	  life	  have	  been	  frozen	  by	  the	  arrival	  of	  a	  
colonising	  Power	  –	  is	  in	  any	  case	  volatile	  and	  dynamic,	  constantly	  changing	  with	  
more	  or	  less	  speed	  in	  the	  direction	  of	  fission	  or	  fusion.	  	  To	  expect	  a	  tribe	  to	  
conform	  to	  our	  rigidly	  three-­‐dimensional	  coordinates	  and	  submit	  to	  close	  definition	  
is	  to	  misunderstand	  the	  usefulness	  of	  the	  term,	  properly	  used,	  to	  anthropologists	  
and	  others.	  	  The	  reality	  of	  the	  tribe	  is	  in	  fact	  best	  demonstrated	  by	  the	  examination	  
of	  tribal	  styles	  in	  art	  and	  generally	  in	  material	  culture.20	  
	   By	  1970	  Fagg	  was	  well	  known	  for	  his	  support	  for	  this	  notion	  of	  ‘tribality’	  which	  he	  
had	  refined	  in	  a	  series	  of	  publications,	  exhibitions	  projects	  and	  public	  discussions	  over	  the	  
course	  of	  his	  career.	  	  For	  example,	  in	  his	  1963	  publication	  Nigerian	  Images	  he	  gives	  a	  
detailed	  definition	  of	  what	  he	  saw	  as	  the	  connection	  between	  all	  tribal	  societies:	  
Of	  all	  the	  thousands	  of	  pre-­‐industrial	  tribal	  philosophies	  in	  the	  world,	  it	  is	  unlikely	  
that	  any	  two	  will	  ever	  be	  found	  identical;	  yet	  in	  this	  one	  fundamental	  respect	  they	  
would	  seem	  to	  be	  all	  alike,	  that	  their	  ontology	  is	  based	  on	  some	  form	  of	  dynamism,	  
the	  belief	  in	  immanent	  energy,	  in	  the	  primacy	  of	  energy	  in	  all	  things.	  	  That	  is	  to	  say	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16	  William	  Fagg,	  The	  Tribal	  Image,	  exhibition	  catalogue	  (London:	  British	  Museum,	  1970),	  unpaginated.	  
17	  Ibid.	  
18	  Ibid.	  
19	  Ibid.	  
20	  Ibid.	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whereas	  civilizations	  see	  the	  material	  world	  as	  consisting	  of	  static	  matter	  which	  can	  
move	  or	  be	  moved	  in	  response	  to	  appropriate	  stimuli,	  tribal	  cultures	  tend	  to	  
conceive	  things	  as	  four-­‐dimensional	  objects	  in	  which	  the	  fourth	  or	  time	  dimension	  
is	  dominant	  and	  in	  which	  matter	  is	  only	  the	  vehicle,	  or	  the	  outward	  and	  visible	  
expression,	  of	  energy	  or	  life	  force.	  	  Thus	  it	  is	  energy	  and	  not	  matter,	  dynamic	  and	  
not	  static	  being,	  which	  is	  the	  true	  nature	  of	  things.21	  
For	  Fagg,	  this	  dynamism	  was	  the	  result	  of	  an	  intuitive	  empathy	  with	  nature	  which	  ‘is	  
sacrificed	  at	  the	  birth	  of	  civilizations	  in	  favour	  of	  an	  intellectual	  simplification	  of	  nature	  in	  
order	  to	  bring	  it	  under	  man’s	  practical	  (as	  distinct	  from	  spiritual)	  control’.22	  	  Thus,	  according	  
to	  Fagg,	  tribal	  cultures	  could	  be	  rigidly	  distinguished	  from	  industrialised	  civilizations	  
(regardless	  of	  time	  or	  place)	  while	  contact	  between	  the	  two	  inevitably	  resulted	  in	  the	  
extinction	  of	  this	  ‘intuitive	  element’.23	  	  He	  hypothesises	  that	  ‘since	  systems	  of	  this	  kind	  
seem	  to	  have	  been	  in	  use	  by	  all	  tribal	  peoples	  at	  the	  time	  of	  their	  discovery	  by	  civilization’	  
that	  ‘before	  the	  first	  development	  of	  civilization	  in	  the	  Near	  East	  they	  formed	  part	  of	  the	  
universal	  condition	  of	  man’.24	  	  This	  enabled	  Fagg	  to	  determine	  an	  exclusive	  category	  of	  
tribal	  art	  as	  works	  produced	  by	  artists	  engaged	  in	  this	  intuitive	  dynamic	  state,	  operating	  
only	  within	  the	  isolated	  confines	  of	  ‘the	  tribe’.	  	  	  	  	   	   	   	   	  
	   Fagg	  had	  recited	  this	  position,	  quoting	  extensively	  from	  Nigerian	  Images,	  at	  an	  
influential	  conference	  held	  in	  1967	  on	  the	  topic	  of	  ‘Primitive	  Art	  and	  Society’.25	  	  The	  
conference	  had	  been	  organised	  by	  the	  anthropologists	  Raymond	  Firth	  and	  Anthony	  Forge	  
from	  the	  London	  School	  of	  Economics,	  in	  collaboration	  with	  Robert	  Goldwater	  from	  the	  
Museum	  of	  Primitive	  Art	  in	  New	  York,	  to	  encourage	  sustained	  discussion	  of	  the	  topic	  
between	  anthropologists,	  artists,	  art	  historians	  and	  art	  critics.26	  	  In	  his	  paper	  Fagg	  argued	  
forcefully	  for	  the	  existence	  of	  universal	  values	  in	  art,	  believing	  that	  these	  values	  were	  
veiled	  for	  most	  people	  by	  their	  cultural	  preconceptions.	  	  For	  example,	  he	  considered	  the	  
recognition	  of	  universal	  values	  in	  tribal	  art	  to	  be	  ‘one	  way’,	  with	  only	  ‘the	  enlightened	  and	  
omni-­‐competent	  art-­‐loving	  Westerner’	  able	  to	  appreciate	  them	  in	  the	  art	  of	  each	  tribe.27	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21	  William	  Fagg,	  Nigerian	  Images	  (London:	  Lund	  Humphries,	  1963),	  122-­‐3.	  
22	  Ibid.,	  123.	  
23	  Ibid.	  
24	  Ibid.,	  122.	  
25	  The	  conference	  was	  supported	  by	  the	  Wenner-­‐Gren	  Foundation	  for	  Anthropological	  Research	  and	  took	  place	  
at	  Burg	  Wartenstein	  in	  Austria	  from	  27th	  June	  -­‐	  5th	  July	  1967.	  	  There	  were	  fourteen	  participants	  including	  the	  
organisers,	  Leach	  and	  Fagg.	  	  The	  papers	  were	  published	  by	  Oxford	  University	  Press	  as	  Primitive	  Art	  and	  Society	  
in	  1973.	  
26	  In	  his	  preface	  to	  the	  conference	  proceedings	  Firth	  acknowledges	  the	  discussions	  organised	  by	  the	  ICA	  in	  1949	  
and	  the	  RAI	  conference	  The	  Artist	  in	  Tribal	  Society	  in	  1957	  as	  rare	  examples	  of	  interdisciplinary	  dialogue	  on	  the	  
topic,	  Forge	  (1973),	  iv.	  	  	  
27	  Ibid.,	  160.	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The	  main	  thrust	  of	  Fagg’s	  paper	  was	  to	  state	  the	  importance	  of	  the	  subjective	  judgement	  of	  
the	  connoisseur	  of	  universal	  qualities	  of	  art	  in	  studies	  of	  tribal	  art.28	  	  In	  contrast	  to	  the	  
emphasis	  on	  social	  context	  that	  dominated	  the	  conference	  and	  anthropology’s	  renewed	  
interest	  in	  material	  culture,	  Fagg	  argued	  that	  objects	  should	  be	  seen	  ‘as	  works	  of	  art	  in	  the	  
life	  of	  men,	  as	  distinct	  from	  their	  more	  superficial	  function	  (to	  which	  their	  status	  as	  art	  is	  
irrelevant)	  as	  counters	  in	  a	  system	  of	  social	  structure.’	  29	  	  	  
	   	   	  
Fagg	  and	  Leach	  
The	  credibility	  of	  Fagg’s	  approach	  was	  challenged	  at	  the	  Primitive	  Art	  and	  Society	  
conference,	  most	  directly	  by	  Edmund	  Leach,	  who	  had	  consistently	  questioned	  the	  idea	  that	  
ethnographic	  objects	  could	  possess	  an	  inherent	  and	  universal	  quality	  of	  ‘art’,	  along	  with	  the	  
viability	  of	  ignoring	  the	  specific	  conditions	  of	  time	  and	  place.	  	  As	  the	  previous	  chapters	  of	  
this	  thesis	  have	  demonstrated	  this	  argument	  between	  Leach	  and	  Fagg	  was	  longstanding.	  	  
However,	  it	  became	  increasingly	  personalised	  from	  the	  mid-­‐1960s	  as	  Leach	  pushed	  for	  
changes	  at	  both	  the	  Royal	  Anthropological	  Institute	  and	  the	  British	  Museum.30	  	  As	  Keeper	  
of	  Ethnography	  at	  the	  Museum	  Fagg	  remained	  un-­‐swayed	  by	  the	  challenges	  levelled	  at	  his	  
approach	  by	  Leach	  and	  other	  social	  anthropologists.	  	  	   	   	   	   	  
	   In	  this	  context,	  Fagg’s	  presentation	  of	  The	  Tribal	  Image	  at	  the	  Museum	  of	  Mankind	  
in	  1970	  can	  be	  seen	  as	  a	  deliberate	  attempt	  to	  use	  the	  British	  Museum	  collections	  to	  
reassert	  his	  position.	  	  He	  clearly	  states	  in	  the	  exhibition	  handbook	  that	  ‘the	  reality	  of	  the	  
tribe’	  existed	  beyond	  the	  confines	  of	  specific	  social,	  temporal	  and	  geographical	  contexts	  
and	  could	  be	  best	  ascertained	  from	  studying	  the	  masterpieces	  of	  tribal	  art.31	  	  More	  
specifically,	  given	  that	  the	  majority	  of	  the	  works	  in	  The	  Tribal	  Image	  were	  from	  West	  Africa,	  
Fagg’s	  decision	  to	  use	  an	  image	  of	  the	  Polynesian	  figure	  on	  the	  front	  of	  the	  handbook	  for	  
the	  exhibition	  alluded	  to	  his	  conflict	  of	  ideas	  with	  Leach.	  	  	  An	  image	  of	  the	  wooden	  figure	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
28	  Fagg	  played	  an	  influential	  role	  in	  establishing	  the	  Primitive	  Art	  department	  at	  Christies	  in	  this	  period	  and	  
acted	  as	  an	  unofficial	  consultant	  from	  1966.	  	  Fagg	  officially	  joined	  Christies	  in	  1975	  after	  his	  retirement	  from	  the	  
British	  Museum.	  	  Hermione	  Waterfield,	  ‘Working	  with	  William:	  Bill	  Fagg	  as	  Consultant	  to	  Christies,	  1966-­‐91’,	  
African	  Arts	  27:3	  (July	  1994),	  30-­‐1.	  	  
29	  In	  the	  footnote	  to	  this	  statement	  Fagg	  refers	  specifically	  to	  Edmund	  Leach,	  highlighting	  the	  personal	  nature	  of	  
their	  conflict	  of	  ideas:	  ‘In	  using	  the	  word	  ‘superficial’,	  I	  am	  far	  from	  wishing	  to	  underrate	  the	  value	  of	  those	  
exceptional	  studies,	  by	  Leach	  and	  one	  or	  two	  others,	  wherein	  artistic	  phenomena	  are	  given	  sociological	  
explanations	  of	  great	  ingenuity	  and	  penetration;	  these	  have	  sometimes	  displaced	  ‘artistic’	  explanations,	  but	  I	  
do	  not	  think	  them	  capable	  of	  bearing	  upon	  more	  than	  the	  subject	  matter	  of	  art.’	  Fagg	  reiterates	  this	  point	  in	  
main	  text,	  again	  referring	  to	  Leach	  directly.	  	  Fagg,	  ‘In	  Search	  of	  Meaning	  in	  African	  Art’,	  in	  Forge	  (1973),	  161;	  
168.	  	  	  
30	  Leach	  had	  been	  instrumental	  in	  restructuring	  the	  RAI	  publication	  Man	  in	  1964,	  which	  Fagg	  had	  edited	  from	  
1947-­‐65.	  	  John	  Mack,	  personal	  communication,	  April	  2015.	  	  
31	  William	  Fagg,	  The	  Tribal	  Image	  (1970),	  unpaginated.	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appears	  in	  isolation	  against	  a	  white	  background	  on	  the	  cover	  and	  reverse	  of	  the	  handbook,	  
the	  object	  itself	  standing	  as	  ‘The	  Tribal	  Image’	  of	  the	  title.32	  	  The	  figure	  was	  well	  known	  
amongst	  artists	  and	  anthropologists	  and	  had	  been	  used	  by	  Leach	  as	  a	  key	  example	  in	  a	  
paper	  delivered	  for	  the	  Royal	  Anthropological	  Institute’s	  recently	  established	  Art	  Panel	  in	  
1968.33	  
	   	  
	   	  	  	  	  	   	  
	  Fig.59.	  The	  Tribal	  Image,	  British	  Museum	  exhibition	  catalogue	  cover,	  front	  and	  back,	  1970.	  
	  
Leach’s	  paper,	  which	  had	  originally	  been	  presented	  at	  the	  Primitive	  Art	  and	  Society	  
conference,	  focused	  on	  ‘the	  question	  of	  how	  far	  our	  Western	  appreciation	  of	  works	  of	  
primitive	  art	  is	  likely	  to	  be	  related	  to	  the	  intentions,	  either	  conscious	  or	  unconscious,	  of	  the	  
original	  artist	  or	  to	  the	  responses	  which	  that	  artist’s	  indigenous	  audience	  are	  likely	  to	  
record.’34	  	  In	  his	  introduction	  to	  the	  published	  version	  of	  his	  paper	  Leach	  refers	  specifically	  
to	  Fagg,	  recalling	  his	  reaction	  during	  the	  Primitive	  Art	  and	  Society	  conference	  to	  a	  
photograph	  of	  an	  object	  from	  Papua	  New	  Guinea:	  ‘Mr	  Fagg	  in	  particular	  felt	  sure	  that	  it	  
was	  ‘good’	  of	  its	  kind	  even	  if	  he	  did	  not	  know	  what	  that	  kind	  was’.35	  	  Leach	  goes	  on	  to	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
32	  On	  the	  inside	  cover	  of	  the	  handbook	  there	  is	  a	  poem	  composed	  by	  William	  Empson	  in	  the	  1930s	  in	  response	  
to	  the	  Polynesian	  figure	  at	  the	  British	  Museum.	  	  Empson	  describes	  it	  as	  ‘a	  supreme	  God’	  in	  whom	  the	  observer	  
could	  ‘absorb	  the	  cultures	  of	  nations	  and	  dissolve	  into	  our	  judgement	  all	  their	  codes.’	  	  Empson’s	  poem	  was	  
originally	  published	  in	  1932	  as	  Homage	  to	  the	  British	  Museum.	  
33	  Leach	  had	  also	  focussed	  on	  the	  figure	  in	  the	  debate	  held	  during	  40,000	  Years	  of	  Modern	  Art	  in	  1949.	  	  The	  
figure	  has	  been	  in	  the	  British	  Museum	  collections	  since	  1822.	  	  For	  a	  full	  discussion	  of	  the	  biography	  of	  this	  
object	  see	  Steven	  Hooper,	  ‘Embodying	  Divinity:	  The	  Life	  of	  A’A’,	  Journal	  of	  the	  Polynesian	  Society	  116:2	  (June	  
2007).	  
34	  Edmund	  Leach,	  ‘Levels	  of	  Communication	  and	  Problems	  of	  Taboo	  in	  the	  Appreciation	  of	  Primitive	  Art’	  in	  
Forge	  (1973),	  221.	  	  	  
35	  Ibid.	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challenge	  the	  existence	  of	  a	  universal	  category	  of	  art,	  arguing	  that	  ‘art	  and	  society	  –	  
however	  you	  define	  art	  –	  always	  form	  an	  integrated	  whole.	  	  Art	  is	  effective	  or	  
communicative	  or	  whatever	  else	  it	  is	  only	  in	  terms	  of	  the	  cultural	  context	  in	  which	  it	  is	  
observed.’36	  	  Based	  on	  this,	  he	  attempts	  to	  account	  for	  cross-­‐cultural	  responses	  to	  art	  by	  
proposing	  that	  ‘the	  special	  quality	  which	  we	  distinguish	  in	  a	  work	  of	  art,	  as	  distinct	  from	  a	  
work	  of	  craft,	  is	  something	  which	  belongs	  to	  the	  inter-­‐categories	  of	  sensation.’37	  	  He	  goes	  
on	  to	  elaborate	  this	  concept:	  
[...]	  when	  Westerners	  confirm	  that	  some	  completely	  alien	  cultural	  product	  is	  a	  
‘work	  of	  art’	  this	  is	  a	  response	  to	  the	  fact	  that	  elements	  in	  the	  iconography	  have	  
touched	  off	  animal	  feelings	  which	  have	  been	  deeply	  repressed	  by	  taboo.	  	  These	  
feelings,	  I	  believe,	  always	  stem	  from	  sensory	  confusion	  –	  they	  are	  a	  response	  to	  a	  
mixture	  of	  messages	  composed	  of	  touch	  and	  smell	  and	  noise	  and	  movement	  and	  
taste	  and	  sight.	  	  At	  the	  root	  of	  these	  complex	  sensations	  are	  the	  basic	  animal	  
experiences	  of	  (a)	  sex	  (b)	  eating	  (c)	  dominance	  and	  submission.	  	  These	  experiences	  
are	  the	  ones	  which	  bring	  the	  ‘I’	  into	  direct	  contact	  with	  the	  ‘other’	  which	  is	  outside	  
the	  ‘self’.	  	  Each	  one	  of	  us	  is	  constantly	  engaged,	  almost	  from	  birth,	  in	  a	  struggle	  to	  
distinguish	  ‘I’	  from	  ‘other’	  while	  at	  the	  same	  time	  trying	  to	  ensure	  that	  ‘I’	  does	  not	  
become	  wholly	  isolated	  from	  ‘other’.	  	  And	  this	  is	  where	  art	  comes	  in.	  	  It	  is	  the	  
bridge	  that	  we	  need	  to	  save	  ourselves	  from	  schizophrenia.	  	  	   	   	  
	   The	  highly	  intellectualized	  arts	  of	  sophisticated	  societies	  both	  of	  the	  West	  
and	  of	  the	  East	  contain	  many	  aesthetic	  components	  besides	  these	  trigger	  
responses	  to	  our	  animal	  nature,	  and	  I	  do	  not	  wish	  to	  suggest	  for	  one	  moment	  that	  
food	  and	  sex	  and	  interpersonal	  domination	  are	  the	  only	  factors	  which	  need	  to	  be	  
looked	  for	  even	  in	  the	  art	  of	  ‘primitive’	  peoples.	  	  My	  point	  is	  simply	  that	  it	  is	  such	  
factors	  as	  these	  which	  are	  most	  easily	  recognized	  cross-­‐culturally.38	  
Leach	  focuses	  on	  the	  Polynesian	  figure,	  asking	  why	  it	  has	  consistently	  been	  
regarded	  as	  an	  outstanding	  work	  of	  art	  rather	  than	  just	  ‘an	  object	  from	  Polynesia’.39	  	  He	  
argues	  that	  it	  is	  the	  expression	  of	  phallic	  ambiguity	  that	  first	  catches	  the	  viewer’s	  aesthetic	  
interest	  in	  a	  cross	  cultural	  context	  –	  ‘When	  we	  examine	  the	  products	  of	  exotic	  cultures	  the	  
confusions	  which	  first	  fascinate	  us	  are	  those	  which	  have	  a	  physiological	  base,	  they	  are	  the	  
confusions	  between	  male	  and	  female,	  between	  food	  and	  not	  food,	  between	  symbols	  of	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
36	  Ibid.,	  223.	  
37	  Ibid.,	  224.	  
38	  Ibid.,	  232.	  
39	  Ibid.	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dominance	  and	  symbols	  of	  submission.’40	  	  He	  concludes	  that	  this	  suggests	  ‘a	  general	  
explanation	  as	  to	  why	  artists	  all	  over	  the	  world	  so	  often	  find	  stimulus	  from	  the	  challenge	  of	  
this	  kind	  of	  impossibility	  and	  why	  it	  is	  that	  we	  are	  partly	  responsive	  to	  the	  artists’	  
endeavours	  even	  when	  we	  share	  little	  or	  nothing	  of	  his	  cultural	  experience.’41	  	  	  	  	  
	   Leach’s	  paper	  and	  his	  attention	  to	  social	  and	  cultural	  specificity	  were	  
enthusiastically	  received	  by	  the	  wider	  community	  of	  British	  social	  anthropologists	  who	  
were	  becoming	  more	  interested	  in	  material	  culture.	  	  For	  example,	  the	  overviews	  presented	  
in	  Firth’s	  preface	  and	  Forge’s	  introduction	  to	  the	  publication	  of	  the	  papers	  from	  the	  
Primitive	  Art	  and	  Society	  conference	  emphasise	  that	  ‘primitive	  art’	  can	  only	  be	  understood	  
as	  part	  of	  a	  ‘systematic	  examination	  of	  the	  structure	  of	  social	  relationships	  and	  concepts	  of	  
the	  specific	  societies	  in	  which	  it	  was	  produced.’42	  	  In	  his	  summary	  of	  anthropology’s	  
renewed	  interest	  in	  the	  arts,	  Forge	  acknowledges	  Fagg’s	  work	  on	  the	  personal	  and	  
changing	  styles	  of	  individual	  artists,	  but	  overall	  he	  dismisses	  ‘museum	  based	  studies’	  as	  
lacking	  a	  theoretical	  contribution.	  	  In	  particular,	  he	  highlights	  the	  tension	  between	  
‘museum	  men’	  who	  reject	  the	  concept	  of	  art	  as	  ‘a	  standardized	  production	  of	  the	  culture’	  
and	  a	  series	  of	  studies	  into	  visual	  material	  as	  independent	  systems	  within	  specific	  societies,	  
mostly	  by	  social	  anthropologists	  in	  the	  postwar	  period	  who	  had	  been	  influenced	  by	  
linguistic	  theory.43	  	  The	  Primitive	  Art	  and	  Society	  conference	  had	  been	  dominated	  by	  
attention	  to	  the	  potential	  of	  this	  new	  direction	  in	  which	  art	  was	  expanded	  to	  mean	  ‘human	  
expressive	  behaviour’,	  the	  conception	  and	  reception	  of	  which	  were	  rooted	  in	  specific	  social	  
conditions,	  while	  the	  existence	  of	  a	  universal	  human	  aesthetic	  was	  left	  as	  ‘a	  matter	  of	  faith’	  
rather	  than	  fact.44	  	   	   	   	   	   	   	   	  
	   Leach	  was	  elected	  President	  of	  the	  Royal	  Anthropological	  Institute	  in	  1971	  and	  
used	  his	  presidential	  address	  in	  1974	  to	  celebrate	  Malcolm	  McLeod’s	  appointment	  as	  
Keeper	  of	  Ethnography	  at	  the	  British	  Museum.	  	  	  For	  Leach	  and	  other	  advocates	  of	  social	  
anthropology,	  the	  Museum’s	  decision	  to	  replace	  Fagg	  with	  McLeod	  in	  1974	  signalled	  a	  new	  
era	  of	  potential	  collaboration:	  	  	  
I	  hope	  indeed	  that	  this	  appointment	  is	  a	  good	  augury	  that,	  in	  line	  with	  the	  
Institute’s	  own	  traditions,	  the	  social	  anthropologists	  and	  the	  specialists	  in	  material	  
artifacts	  may	  in	  the	  future	  find	  out	  that	  they	  can	  communicate	  with	  one	  another	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
40	  Ibid.,	  234.	  
41	  Ibid.	  
42	  Raymond	  Firth	  ‘Preface’,	  Forge	  (1973),	  v.	  
43	  Anthony	  Forge,	  ‘Introduction’,	  Forge	  (1973),	  xvi.	  
44	  Ibid.,	  xxi.	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more	  easily	  and	  to	  greater	  purpose	  than	  has	  sometimes	  been	  the	  case	  over	  the	  
past	  thirty	  years.45	  	  	  
His	  address	  positions	  the	  study	  of	  material	  culture	  as	  something	  that	  had	  become	  a	  largely	  
insignificant	  aspect	  of	  academic	  anthropology	  in	  Britain,	  referring	  specifically	  to	  the	  
problematic	  elevation	  of	  certain	  objects	  to	  the	  status	  of	  major	  works	  of	  art.46	  	  In	  contrast,	  
McLeod,	  a	  social	  anthropologist,	  joining	  the	  British	  Museum	  from	  Cambridge	  University	  
Museum	  of	  Archaeology	  and	  Anthropology,	  promised	  to	  fuel	  an	  approach	  to	  the	  collection	  
and	  display	  of	  ethnographic	  objects	  that	  was	  centred	  on	  fieldwork	  collecting	  and	  a	  direct	  
engagement	  with	  academic	  anthropology.	  	  This	  shift	  in	  focus	  was	  supported	  by	  Leach,	  who	  
became	  a	  trustee	  of	  the	  British	  Museum	  in	  1975.	  	  	   	   	   	  
	   Although	  McLeod’s	  appointment	  marked	  a	  move	  away	  from	  Fagg’s	  universal	  
definition	  of	  ‘tribal’	  art,	  the	  Ethnography	  Department’s	  focus	  remained	  on	  what	  were	  seen	  
to	  be	  primitive,	  tribal	  or	  peasant	  communities	  as	  opposed	  to	  industrial	  or	  ‘civilised’	  
societies.	  	  Leach	  supported	  this	  and	  was	  suspicious	  of	  the	  overlaps	  between	  anthropology	  
and	  sociology	  that	  had	  resulted	  from	  scholars’	  attempts	  to	  address	  the	  complex,	  entangled	  
relationships	  that	  constituted	  contemporary	  culture.	  	  Instead,	  Leach	  celebrated	  the	  value	  
of	  anthropology’s	  focus	  on	  ‘other	  cultures’,	  as	  allowing	  for	  a	  ‘better	  insight	  into	  our	  own’.47	  	  
In	  his	  1974	  RAI	  Presidential	  Address	  he	  argued	  that	  the	  discipline’s	  attention	  to	  alternative	  
social	  systems	  encouraged	  ‘moral	  reflexivity’,	  as	  opposed	  to	  enforcing	  moral	  absolutes:	  
…those	  who	  assert	  that	  there	  is	  a	  single	  system	  of	  moral	  absolutes,	  towards	  which	  
all	  of	  us	  should	  aspire,	  are	  also	  asserting	  that	  all	  human	  beings	  everywhere	  
throughout	  the	  world	  ought	  to	  live	  just	  the	  same	  kind	  of	  social	  existence	  in	  just	  the	  
same	  kind	  of	  technological	  environment.	  […]	  The	  anthropologists	  keep	  saying	  not	  
only	  that	  what	  is	  good	  or	  bad	  depends	  on	  who	  you	  are	  and	  where	  you	  are,	  but	  also	  
that	  such	  moral	  variety	  is	  ‘good	  in	  itself’	  in	  that	  humanity	  as	  a	  whole	  becomes	  
impoverished	  whenever	  there	  is	  a	  loss	  of	  cultural	  variety.48	  	  
As	  discussed	  in	  Chapter	  4,	  Leach	  positioned	  the	  anthropologist	  as	  necessarily	  neutral	  in	  
this,	  arguing	  that	  the	  RAI	  and	  its	  members	  should	  not	  align	  themselves	  too	  closely	  with	  the	  
proliferation	  of	  political	  activists	  arguing	  for	  international	  human	  rights:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
45	  Edmund	  Leach,	  ‘RAIN-­‐Making’,	  RAIN	  4	  (September	  -­‐	  October	  1974),	  5.	  
46	  Ibid.	  
47	  Ibid.,	  9.	  
48	  Ibid.,	  8.	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The	  anthropologist’s	  professional	  concern	  is	  with	  the	  fact	  of	  cultural	  variety	  and	  its	  
nature.	  	  Anthropologists	  are	  interested,	  it	  is	  true,	  in	  trying	  to	  understand	  the	  
reasons	  which	  make	  some	  kinds	  of	  social	  system	  peculiarly	  resistant	  to	  change	  
while	  others	  are	  excessively	  fragile,	  but	  the	  anthropologist	  as	  such,	  is	  neither	  a	  
committed	  conservative	  nor	  a	  committed	  revolutionary.	  	  He	  is	  just	  as	  interested	  in	  
how	  and	  why	  societies	  change	  as	  he	  is	  in	  how	  and	  why	  they	  remain	  the	  same,	  but	  
as	  anthropologist	  he	  is	  not	  a	  propagandist	  on	  either	  side.49	  	  	  
Leach	  considered	  a	  direct	  involvement	  in	  politics	  or	  social	  policies	  to	  limit	  the	  discipline’s	  
capacity	  to	  account	  for	  cultural	  diversity.	  
	  
Malcolm	  McLeod’s	  Exhibitions	  at	  the	  Museum	  of	  Mankind,	  1974-­‐85	  
Leach’s	  confidence	  in	  the	  value	  of	  anthropology’s	  focus	  on	  detailed	  accounts	  of	  specific	  
aspects	  of	  primitive	  or	  tribal	  societies	  was	  furthered	  by	  activities	  at	  the	  Museum	  of	  
Mankind,	  where	  his	  influence	  as	  a	  British	  Museum	  trustee	  (1975-­‐80)	  had	  a	  significant	  
impact.	  	  Malcolm	  McLeod’s	  appointment	  as	  Keeper	  of	  Ethnography	  in	  1974	  led	  to	  an	  
emphasis	  on	  supporting	  fieldwork	  collecting	  over	  extended	  periods	  of	  time,	  with	  
exhibitions	  that	  aimed	  to	  encourage	  public	  accessibility	  and	  enthusiasm	  for	  both	  the	  
collections	  and	  the	  principles	  of	  anthropology.50	  	  McLeod	  shared	  Leach’s	  confidence	  in	  the	  
relevance	  of	  material	  culture	  for	  social	  anthropologists.	  	  He	  was	  sceptical	  about	  the	  
conditions	  that	  had	  led	  to	  certain	  objects	  in	  the	  collection	  being	  designated	  as	  fine	  art	  and	  
like	  Leach,	  questioned	  the	  relevance	  of	  ‘art’	  as	  a	  cross-­‐cultural	  contextualising	  devise.	  	  
	   McLeod’s	  appointment	  immediately	  shifted	  the	  way	  that	  the	  British	  Museum’s	  
ethnography	  collections	  were	  represented	  in	  debates	  about	  the	  relationship	  between	  art	  
and	  anthropology	  in	  this	  period.	  	  For	  example,	  in	  his	  contribution	  to	  a	  conference	  on	  this	  
topic	  held	  at	  Leicester	  University	  in	  1975,	  McLeod	  chose	  to	  use	  the	  word	  ‘image’	  rather	  
than	  ‘art’	  in	  his	  discussion	  of	  Asante	  gold-­‐weights	  from	  the	  collection,	  stating	  that	  ‘I	  believe	  
this	  may	  remove	  a	  few	  of	  the	  multitude	  of	  problems	  created	  by	  labelling	  as	  ‘art’	  what	  we	  
do	  not	  understand’.51	  	  He	  later	  commented	  that	  ‘without	  some	  grasp	  of	  the	  basic,	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
49	  Ibid.	  
50	  McLeod	  had	  studied	  history	  and	  social	  anthropology	  at	  Oxford,	  before	  working	  as	  a	  lecturer	  in	  sociology	  at	  
the	  University	  of	  Ghana	  (1967-­‐9)	  and	  as	  assistant	  curator	  at	  the	  Museum	  of	  Archaeology	  and	  Anthropology	  at	  
Cambridge	  University	  from	  1969	  until	  his	  appointment	  at	  the	  Museum	  of	  Mankind	  in	  1974.	  	  He	  served	  as	  
Keeper	  of	  Ethnography	  at	  the	  British	  Museum	  from	  1974-­‐1990	  
51	  Malcolm	  D.	  McLeod,	  ‘Aspects	  of	  Asante	  images’	  in	  Greenhalgh	  and	  Megaw	  (1978).	  	  This	  publication	  brings	  
together	  papers	  from	  a	  conference	  organised	  by	  the	  editors	  at	  Leicester	  University	  on	  the	  theme	  of	  ‘Art,	  
Artisans	  and	  Societies’	  in	  January	  1975,	  discussed	  briefly	  in	  Chapter	  4	  of	  this	  thesis.	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informing,	  concepts	  of	  the	  society	  any	  comment	  on	  its	  art	  is	  almost	  certain	  to	  be	  ill-­‐
informed,	  superficial,	  or	  downright	  wrong.’52	  	  In	  McLeod’s	  view,	  this	  understanding	  could	  
only	  be	  grasped	  through	  the	  close	  study	  of	  another	  culture,	  including	  a	  knowledge	  of	  their	  
language,	  which	  could	  be	  best	  achieved	  by	  living	  and	  interacting	  with	  its	  members	  ‘over	  a	  
considerable	  period	  of	  time’.53	  	  Thus,	  under	  McLeod,	  the	  ideology	  informing	  the	  collection	  
and	  display	  of	  objects	  at	  the	  Museum	  of	  Mankind	  shifted	  towards	  an	  attempt	  to	  
comprehensively	  represent	  the	  material	  culture	  of	  particular	  social	  groups.	  	  McLeod	  was	  
acutely	  aware	  of	  this	  shift,	  reflecting	  in	  1993	  that:	  
...the	  British	  Museum	  is	  not,	  and	  has	  never	  been,	  an	  “art	  museum”.	  	  It	  is	  a	  museum	  
dedicated	  to	  collecting	  materials	  to	  aid	  the	  comparative	  study	  of	  cultures.	  	  
However,	  by	  intention	  or	  accident,	  many	  of	  the	  specimens	  it	  has	  acquired	  since	  its	  
foundation	  in	  1753	  are	  works	  of	  art	  or,	  to	  put	  the	  matter	  more	  accurately,	  they	  
have	  moved	  into	  that	  curious	  and	  imprecise	  category	  as	  its	  boundaries	  have	  
shifted.	  	  Part	  of	  the	  fascination	  of	  collecting	  ethnological	  items	  is	  that	  one	  is	  often	  
operating	  exactly	  on	  the	  moving	  boundary	  between	  “art”	  and	  non-­‐art.54	  	  	  
Under	  McLeod,	  exhibitions	  at	  the	  Museum	  of	  Mankind	  used	  and	  challenged	  ‘art’	  as	  a	  way	  
of	  framing	  objects	  in	  the	  collections.	  	  McLeod	  valued	  the	  Museum’s	  capacity	  to	  show	  
exhibitions	  side	  by	  side	  that	  interpreted	  the	  collections	  in	  different	  terms,	  in	  turn	  displacing	  
the	  fixed	  definitions	  and	  language	  of	  connoisseurship	  advocated	  by	  Fagg.	  	  In	  this	  context,	  
the	  Museum	  of	  Mankind	  continued	  to	  display	  treasures	  from	  the	  collection,	  alongside	  a	  
growing	  collection	  of	  ephemeral,	  everyday	  objects.55	  
	  
A	  New	  Approach	  to	  Collecting	  
McLeod’s	  approach	  to	  ethnographic	  objects	  was	  informed	  by	  the	  practical	  implications	  of	  
continuing	  to	  expand	  the	  British	  Museum’s	  collections	  in	  what	  he	  recognised	  was	  a	  new	  
political	  environment.	  	  In	  his	  account	  of	  the	  Museum	  of	  Mankind’s	  collecting	  policy	  
between	  1973	  and	  1990,	  McLeod	  recalls	  that	  when	  he	  arrived	  the	  need	  to	  tighten	  up	  their	  
approach	  to	  acquiring	  new	  works	  had	  been	  pressing,	  given	  new	  laws	  restricting	  the	  export	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
52	  Malcolm	  McLeod,	  ‘Collecting	  for	  the	  British	  Museum’,	  Quaderni	  Poro	  8	  (Milan:	  Grafica	  Sipiel,	  1994),	  21.	  
53	  Ibid.	  
54	  Ibid.,	  13.	  	  
55	  From	  1975	  the	  Museum	  of	  Mankind	  devoted	  one	  of	  its	  gallery	  spaces	  to	  Treasures	  from	  the	  Ethnographic	  
Collections,	  a	  changing	  display	  of	  their	  ‘most	  notable	  works	  of	  art’,	  enabling	  the	  public	  ‘to	  appreciate	  the	  great	  
variety	  of	  artistic	  creativity	  in	  the	  pre-­‐industrial	  societies	  of	  the	  world’.	  Museum	  of	  Mankind	  brochure,	  1976	  
(John	  Mack,	  personal	  archive).	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of	  antiquities	  in	  countries	  that	  were	  gaining	  independence	  from	  colonial	  administration.56	  	  
Similarly,	  he	  recognised	  that	  claims	  for	  the	  restitution	  of	  objects	  with	  contested	  ownership	  
were	  bound	  to	  increase.	  	  In	  stressing	  the	  need	  to	  put	  in	  place	  a	  legal	  and	  ethical	  collecting	  
policy	  on	  his	  arrival,	  McLeod	  alludes	  to	  the	  fact	  that	  this	  had	  not	  been	  Fagg’s	  primary	  
concern	  as	  Keeper	  and	  that	  it	  was	  time	  for	  a	  new	  approach:	  	  	  
It	  was	  obvious	  that	  in	  future	  the	  Department	  would	  have	  to	  be	  far	  more	  sensitive	  
to	  the	  political	  circumstances	  in	  which	  it	  operated.	  	  This	  change	  would	  affect	  many	  
aspects	  of	  our	  operations,	  including	  collecting,	  research	  and	  exhibitions.	  	  The	  days	  
were	  gone	  when	  a	  curator	  could	  say	  to	  a	  group	  of	  West	  African	  students	  and	  
academics,	  “The	  antiquities	  from	  your	  country	  are	  far	  better	  off	  remaining	  in	  
London	  than	  in	  their	  place	  of	  origin	  because	  there	  they	  can	  be	  seen	  in	  a	  civilised	  
country.”57	  	  
The	  Ethnography	  Department	  began	  to	  insist	  on	  the	  provision	  of	  export	  licences	  
and	  adequate	  provenance	  details	  before	  they	  agreed	  to	  buy	  works	  for	  the	  collection,	  a	  
move	  which	  according	  to	  McLeod	  was	  ridiculed	  by	  many	  collectors	  and	  dealers	  at	  the	  time,	  
who	  considered	  the	  new	  antiquities	  laws	  to	  be	  ‘a	  joke’.58	  	  In	  contrast	  to	  Fagg’s	  confidence	  
in	  the	  connoisseur’s	  subjective	  recognition	  of	  ‘good’	  work,	  McLeod	  questioned	  the	  value	  to	  
scholarship	  of	  works	  that	  had	  passed	  through	  chains	  of	  dealers	  and	  thus	  often	  lacked	  
reliable	  information	  about	  their	  original	  contexts	  of	  use.	  	  This	  further	  supported	  the	  
argument	  for	  a	  stronger	  emphasis	  on	  fieldwork	  research	  and	  collecting,	  which	  enabled	  the	  
Museum	  to	  obtain	  better	  documented	  and	  more	  comprehensive	  samples	  of	  material	  
culture,	  based	  on	  local	  partnerships.	  	  McLeod	  pushed	  for	  opportunities	  for	  museum	  staff	  
and	  associated	  researchers	  to	  spend	  extended	  periods	  living	  and	  working	  amongst	  the	  
cultures	  that	  the	  Museum	  was	  attempting	  to	  represent.	  	  He	  was	  extremely	  critical	  of	  the	  
research	  culture	  at	  the	  Museum	  when	  he	  arrived.	  	  In	  particular,	  he	  recognised	  that	  the	  
belief	  that	  adequate	  contextual	  information	  could	  be	  gathered	  on	  short	  visits	  failed	  to	  
allow	  for	  attention	  to	  indigenous	  concepts	  or	  the	  complex	  changes	  associated	  with	  living	  
populations.59	  	   	   	   	   	   	   	   	   	   	  
	   The	  types	  of	  objects	  that	  the	  department	  collected	  shifted	  with	  this	  new	  policy.	  	  
More	  value	  was	  given	  to	  collections	  that	  illustrated	  the	  ‘everyday	  life’	  of	  the	  societies	  that	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
56	  McLeod	  (1994),	  16.	  
57	  Ibid.,	  17.	  The	  need	  to	  put	  a	  new	  approach	  to	  collecting	  in	  place	  had	  been	  recognised	  by	  existing	  staff,	  notably	  
John	  Picton	  and	  Bryan	  Cranstone,	  who	  supported	  the	  changes	  that	  McLeod	  made.	  	  Malcolm	  McLeod,	  personal	  
communication,	  February	  2016.	  
58	  McLeod	  (1994),	  18.	  
59	  Ibid.,	  20-­‐23.	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produced	  them,	  in	  an	  effort	  to	  show	  ‘something	  of	  the	  totality	  of	  the	  material	  culture	  of	  
the	  groups	  concerned’,	  thus	  giving	  perspective	  to	  individual	  works.60	  McLeod	  uses	  the	  
example	  of	  the	  Museum’s	  Yoruba	  collections,	  stating	  that:	  
If	  one	  were	  to	  judge	  the	  Yoruba	  from	  our	  collections	  alone,	  they	  must	  have	  existed	  
in	  a	  continual	  ferment	  of	  artistic	  creativity	  without	  ever	  having	  to	  cultivate	  crops,	  
hunt,	  fish,	  sit	  down,	  cook	  or	  eat.	  	  So	  when,	  some	  years	  later,	  we	  were	  able	  to	  
acquire	  such	  dull	  but	  essential	  items	  as	  a	  selection	  of	  stencils	  used	  to	  apply	  starch	  
for	  making	  adire	  resist-­‐dyed	  cloths,	  or	  a	  Yoruba	  ladder	  cut	  from	  a	  tree	  trunk,	  we	  
felt	  we	  were	  helping	  provide	  posterity	  with	  a	  better	  balanced	  view	  of	  Yoruba	  life.61	  
This	  shift	  in	  emphasis	  was	  reflected	  in	  the	  publicity	  for	  the	  Museum	  of	  Mankind.	  	  
By	  January	  1979	  the	  Museum’s	  brochure	  had	  replaced	  its	  introductory	  sentence	  ‘The	  
Museum	  of	  Mankind	  has	  the	  world’s	  greatest	  collections	  of	  art	  and	  material	  culture	  from	  
tribal	  societies’,	  with	  ‘At	  the	  Museum	  of	  Mankind	  a	  number	  of	  regularly	  changing	  
exhibitions	  illustrate	  a	  variety	  of	  non-­‐Western	  societies	  and	  cultures.’62	  Although	  the	  
distinction	  of	  ‘non-­‐Western’	  retained	  a	  sense	  of	  distance,	  the	  connotations	  of	  isolation	  and	  
fixed	  traditions	  associated	  with	  the	  term	  ‘tribal’	  had	  less	  credence	  in	  the	  Ethnography	  
Department,	  while	  exhibitions	  increasingly	  focussed	  on	  the	  diversity	  of	  material	  culture,	  
rather	  than	  individual	  masterpieces.	  	  Despite	  this	  shift,	  change	  continued	  to	  be	  associated	  
with	  loss	  in	  many	  cases,	  which	  in	  turn	  gave	  a	  sense	  of	  urgency	  to	  the	  museum’s	  collecting	  
activities.63	  	  	   	  
	   	   	   	   	   	   	   	  
Asante:	  Kingdom	  of	  Gold	  (1981)	  
Reactions	  to	  this	  change	  in	  approach	  can	  be	  traced	  in	  the	  reception	  of	  Asante:	  Kingdom	  of	  
Gold,	  one	  of	  McLeod’s	  most	  important	  exhibition	  projects	  at	  the	  Museum	  of	  Mankind.	  	  The	  
exhibition	  opened	  in	  February	  1981,	  occupying	  almost	  all	  of	  the	  ground	  floor	  of	  the	  
Museum,	  and	  was	  accompanied	  by	  a	  publication	  by	  McLeod	  titled	  The	  Asante.	  	  Both	  drew	  
on	  McLeod’s	  fieldwork	  experience	  in	  Ghana	  to	  ‘show	  something	  of	  the	  complexity	  of	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
60	  Ibid.,	  33.	  
61	  Ibid.,	  25.	  	  McLeod	  is	  referring	  to	  items	  acquired	  for	  the	  British	  Museum	  collections	  in	  the	  1980s:	  a	  Yoruba	  
Ladder	  (Af1985,01.7)	  purchased	  from	  Doig	  Simmonds,	  and	  a	  Yoruba	  Stencil	  (Af1989,	  02.10)	  purchased	  from	  
Jane	  Barbour.	  
62	  The	  former	  introduction	  is	  taken	  from	  a	  brochure	  printed	  in	  July	  1975	  and	  was	  used	  in	  consequent	  brochures	  
until	  January	  1979	  when	  it	  was	  replaced	  with	  the	  latter	  description,	  which	  continued	  to	  be	  used	  throughout	  the	  
1980s.	  
63	  See	  for	  example,	  McLeod’s	  comments	  ‘collecting	  was,	  in	  many	  cases,	  a	  matter	  of	  urgency.	  	  Many	  of	  the	  
cultures	  which	  interested	  us	  were	  changing,	  even	  vanishing,	  before	  our	  eyes.’	  McLeod	  (1994),	  24.	  	  
149	  
	  
Asante	  society	  and	  culture’,	  by	  focusing	  on	  objects	  used	  in	  political	  display	  in	  the	  
nineteenth	  century,	  when	  Asante	  power	  had	  been	  at	  its	  greatest.64	  	  The	  exhibition	  included	  
diverse	  objects	  from	  the	  British	  Museum	  collections,	  ranging	  from	  everyday	  items	  to	  court	  
regalia,	  with	  a	  strong	  emphasis	  on	  encouraging	  visitors	  to	  engage	  with	  the	  context	  of	  
Asante	  society.	  	  This	  informed	  the	  selection	  of	  objects	  and	  the	  extensive	  use	  of	  
contextualising	  photographs	  from	  the	  nineteenth	  century,	  enlarged	  as	  panels,	  along	  with	  a	  
series	  of	  elaborate	  reconstructions.	  	  A	  forest	  walkway,	  a	  village	  compound,	  a	  funerary	  
grove,	  a	  palace	  façade	  and	  the	  sound	  of	  recorded	  drumming	  were	  created	  to	  guide	  the	  
viewer’s	  experience	  of	  the	  gallery	  space.	  	  McLeod’s	  attention	  to	  the	  specific	  ways	  that	  
objects	  and	  images	  are	  perceived	  as	  part	  of	  Asante	  culture	  is	  addressed	  in	  detail	  in	  the	  
accompanying	  publication,	  where	  he	  devotes	  a	  chapter	  to	  ‘The	  role	  of	  the	  image’	  in	  Asante	  
society.65	  	  He	  is	  particularly	  attentive	  to	  the	  relationship	  between	  images	  and	  language,	  
emphasising	  that	  ‘there	  is	  no	  single	  fixed	  meaning	  to	  many	  images;	  they	  merely	  provide	  a	  
starting-­‐point	  for	  a	  mental	  or	  spoken	  chain	  of	  sayings’.66	  	  	   	   	  
	   The	  exhibition	  was	  opened	  by	  the	  King	  of	  Asante,	  the	  Ashantehene	  Otumfuo	  
Opoku	  Ware	  II	  and	  was	  described	  in	  the	  magazine	  West	  Africa	  as	  deserving	  of	  this	  
honour.67	  	  The	  press	  coverage	  of	  the	  show	  was	  extensive	  and	  enthusiastic,	  with	  for	  
example,	  the	  Daily	  Telegraph	  describing	  it	  as	  ‘close	  to	  being	  a	  perfect	  exhibition	  of	  its	  kind’	  
and	  ‘a	  classic	  example	  of	  how	  these	  things	  should	  be	  done’.68	  	  A	  number	  of	  reviews	  reflect	  
the	  attention	  given	  in	  the	  exhibition	  to	  the	  historical	  relationship	  between	  Britain	  and	  the	  
Asante	  and	  the	  arrogance	  and	  destruction	  associated	  with	  colonialism.69	  	  Overall,	  the	  press	  
reception	  suggests	  that	  the	  exhibition	  succeeded	  in	  generating	  an	  interest	  in	  Asante	  society	  
that	  went	  beyond	  the	  formal	  analysis	  of	  individual	  objects.	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
64	  Malcolm	  McLeod,	  The	  Asante,	  exhibition	  catalogue	  (London:	  British	  Museum	  Publications,	  1981),	  7.	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  Ibid.,	  181.	  
67	  ‘The	  Asantehene	  opens	  exhibition’,	  West	  Africa,	  9th	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  1981.	  [Anon.	  correspondent].	  	  According	  to	  
McLeod,	  a	  number	  of	  Asante	  came	  especially	  from	  Ghana	  to	  see	  the	  exhibition.	  	  Malcolm	  McLeod,	  personal	  
communication,	  February	  2016.	  
68	  Terence	  Mulally,	  ‘Glittering	  show	  of	  Asante	  crafts’,	  Daily	  Telegraph,	  21st	  February	  1981.	  
69	  See	  for	  example,	  Richard	  Cork	  ‘The	  gutting	  of	  a	  golden	  age’,	  London	  Art	  Review,	  9th	  April	  1981	  and	  Margaret	  
Richards	  ‘African	  Gold’,	  Tribune	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  10th	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Fig.60.	  	  Asante:	  Kingdom	  of	  Gold,	  Museum	  of	  Mankind	  exhibition	  poster,	  1981.	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   	  
Fig.61.	  Asante:	  Kingdom	  of	  Gold,	  exhibition	  installation	  view,	  Museum	  of	  Mankind,	  London,	  1981.	  	  
The	  image	  shows	  a	  reconstruction	  of	  an	  Asante	  palace	  façade,	  created	  from	  a	  photograph	  of	  the	  
Royal	  Mausoleum	  at	  Bantama,	  c.1896.	  	  This	  image	  was	  reproduced	  in	  JB	  Donne’s	  review	  of	  the	  
exhibition	  for	  African	  Arts	  (Nov	  1981).	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JB	  Donne’s	  review	  of	  the	  exhibition	  for	  African	  Arts	  questioned	  the	  move	  away	  
from	  connoisseurship	  evident	  in	  McLeod’s	  approach,	  which	  he	  contrasts	  with	  Fagg’s	  
attention	  to	  ‘the	  finest	  examples’	  of	  African	  art	  in	  previous	  Museum	  of	  Mankind	  projects.70	  	  
Describing	  most	  of	  the	  figure	  carving	  in	  the	  Asante	  exhibition	  as	  ‘crude	  and	  incompetent’,	  
Donne	  is	  frustrated	  that	  no	  distinction	  is	  made	  ‘between	  what	  is	  really	  fine	  in	  Asante	  art	  
and	  what	  is	  mediocre	  or	  even	  uncouth’.71	  	  Stressing	  that	  these	  distinctions	  are	  important	  
for	  ‘those	  Asante	  aware	  of	  their	  own	  traditions’,	  he	  states	  that:	  
The	  worst	  criticism	  that	  one	  can	  make	  of	  the	  practice	  of	  displaying	  objects	  as	  
illustrations	  of	  the	  culture	  and	  society	  that	  inspired	  them	  is	  that,	  for	  example,	  
Michelangelo’s	  Pietà	  is	  no	  longer	  distinguished	  from	  a	  plaster	  reproduction,	  except	  
perhaps	  as	  regards	  the	  different	  material	  and	  technology	  employed.72	  
Donne	  regrets	  that	  unlike	  Fagg’s	  exhibition	  projects	  Divine	  Kingship	  in	  Africa	  (1970)	  and	  
Yoruba	  Religious	  Cults	  (1974)	  which	  ‘offered	  many	  of	  the	  greatest	  art	  treasures	  from	  the	  
whole	  of	  Africa,	  backed	  by	  a	  wealth	  of	  scholarship	  built	  up	  over	  many	  years’,	  the	  Asante	  
show	  had	  ‘neither	  the	  cohesiveness	  nor	  the	  masterpieces’	  and	  was	  therefore	  unlikely	  to	  
inspire	  an	  interest	  in	  Asante	  culture	  and	  society.73	  	  Specifically,	  he	  was	  disappointed	  that	  
the	  exhibition	  appeared	  to	  have	  been	  designed	  primarily	  for	  the	  general	  public	  rather	  than	  
according	  to	  the	  specialist	  interests	  of	  anthropologists	  and	  art	  historians,	  concluding	  with	  
the	  question:	  ‘Must	  one	  of	  the	  world’s	  greatest	  storehouses	  of	  art	  and	  artifacts	  give	  
precedence	  to	  attendance	  figures	  over	  scholarship?’74	  	  	  	  	  	   	   	   	  
	   In	  contrast,	  the	  social	  anthropologist	  Jack	  Goody’s	  review	  of	  the	  exhibition	  for	  the	  
RAI	  newsletter	  RAIN	  enthusiastically	  described	  it	  as	  ‘an	  event	  of	  profound	  anthropological	  
significance’,	  raising	  new	  questions	  about	  the	  relationship	  between	  museum	  collections	  
and	  contemporary	  anthropology.75	  	  After	  praising	  the	  exhibition,	  Goody	  focuses	  on	  the	  
presence	  of	  the	  Ashantehene	  and	  his	  entourage	  at	  the	  opening	  of	  the	  exhibition,	  which	  
included	  representatives	  of	  the	  Ghanaian	  community	  in	  London,	  who	  he	  assumes	  must	  
have	  had	  mixed	  feelings	  about	  the	  Museum’s	  ownership	  of	  the	  objects.	  	  He	  reflects	  that	  
‘anthropologists	  too	  must	  share	  the	  ambivalence	  behind	  all	  great	  exhibitions,	  all	  first-­‐rate	  
collections.	  	  For	  the	  objects	  on	  display	  have	  been	  extracted	  from	  their	  social	  context,	  some	  
by	  the	  offer	  of	  silver	  pieces,	  others	  at	  the	  end	  of	  a	  Maxim	  gun,	  a	  few	  from	  friendship	  or	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
70	  JB	  Donne	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  Kingdom	  of	  Gold’,	  African	  Arts	  15:1	  (November	  1981),	  73.	  
71	  Ibid.,	  74.	  
72	  Ibid.	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  Ibid.	  
74	  Ibid.,	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75	  Jack	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  ‘Asante:	  Kingdom	  of	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reciprocal	  exchange.’76	  	  Given	  the	  exhibition’s	  focus	  on	  nineteenth-­‐century	  material,	  Goody	  
goes	  on	  to	  ask	  what	  the	  future	  might	  be	  for	  the	  material	  culture	  associated	  with	  
contemporary	  ethnographic	  research:	  
The	  contemporary	  realities	  of	  Kumasi	  market,	  the	  emergence	  of	  syncretic	  cults,	  the	  
plight	  of	  West	  Africans	  in	  London,	  topics	  which	  are	  more	  frequently	  the	  subjects	  of	  
our	  ethnographic	  experience,	  our	  participating	  observation,	  receive	  little	  attention	  
in	  anthropological	  museums	  for	  very	  good	  reasons;	  rusty	  jerry-­‐cans,	  battered	  tins	  
from	  Players’	  cigarettes,	  the	  airport	  fertility	  doll,	  these	  objects	  hardly	  carry	  the	  
aesthetic	  or	  historical	  nuances	  of	  Asante	  works	  of	  the	  nineteenth	  century,	  nor	  are	  
they	  likely	  to	  do	  so	  if	  we	  wait	  another	  hundred	  years.	  	  Mass	  consumption	  is	  
destructive	  of	  the	  museum’s	  domain.	  	  Given	  this	  fact,	  is	  it	  possible	  to	  prevent	  the	  
anthropological	  study	  of	  museum	  objects	  from	  moving	  more	  and	  more	  into	  the	  
domain	  of	  the	  historian,	  albeit	  of	  art?	  And	  even	  if	  the	  anthropologist,	  drawing	  on	  
his	  comparative	  and	  theoretical	  perspectives	  has	  something	  to	  add,	  what	  of	  the	  
material	  culture	  of	  our	  contemporary	  fieldwork?	  Can	  this	  be	  the	  subject	  not	  of	  as	  
magnificent	  but	  at	  least	  of	  similar	  exhibitions?77	  
Goody’s	  comments	  anticipate	  an	  important	  strand	  of	  the	  Museum	  of	  Mankind’s	  approach	  
to	  collecting	  in	  the	  1980s.	  	  Increasing	  scholarly	  value	  was	  being	  given	  to	  what	  McLeod	  
described	  in	  1987	  as	  the	  ‘modern,	  post-­‐contact	  or	  culture-­‐change	  material’	  evident	  in	  the	  
practices	  of	  everyday	  life;	  he	  described	  the	  British	  Museum	  as	  ‘one	  of	  the	  few	  places	  in	  the	  
world	  collecting	  such	  ephemeral	  and	  commonplace	  materials’.78	  	  For	  example,	  McLeod	  
reflects	  on	  his	  own	  attempts	  to	  keep	  the	  Ghana	  collection	  ‘up-­‐to-­‐date’	  by	  collecting	  tools	  
and	  other	  everyday	  objects	  in	  the	  early	  1980s,	  paying	  particular	  attention	  to	  ‘the	  ingenious	  
re-­‐use	  of	  materials’:	  	  
A	  small	  collection	  made	  at	  Kumase	  [sic]	  in	  1982,	  when	  the	  whole	  Ghanaian	  
economy	  had	  more	  or	  less	  collapsed,	  included,	  for	  example,	  a	  variety	  of	  lamps	  
made	  from	  tin	  cans	  in	  which	  palm	  oil	  was	  used	  as	  the	  fuel.	  	  These	  had	  been	  created	  
because	  electric	  lighting	  had	  ceased	  and	  kerosene	  for	  lamps	  was	  no	  longer	  
available.	  	  Perhaps	  the	  most	  ingenious	  and	  poignant	  example	  of	  Ghana’s	  decline	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was	  the	  oil	  lamp	  in	  which	  the	  fuel	  reservoir	  was	  made	  from	  a	  useless	  electric	  light	  
bulb.79	  	  
	  
	  	  	  	  	  	  	  	   	  
	   Fig.62.	  Asante	  paraffin	  lamp,	  c.1980,	  h18cm,	  British	  Museum	  Collections	  (Af,	  1983,	  05.31).	  
	  
McLeod’s	  interest	  in	  using	  the	  museum’s	  collections	  to	  reflect	  the	  complex	  and	  changing	  
concerns	  of	  contemporary	  societies	  around	  the	  world	  became	  established	  by	  the	  mid	  
1980’s,	  encompassing	  exactly	  the	  types	  of	  objects	  that	  Goody	  had	  described	  as	  ‘the	  
material	  culture	  of	  our	  contemporary	  fieldwork’.80	  	  	  
	  
Lost	  Magic	  Kingdoms	  (1985)	  	  
It	  was	  these	  ephemeral	  objects,	  incorporating	  novel	  uses	  of	  everyday	  materials,	  which	  
fascinated	  Eduardo	  Paolozzi	  in	  the	  1980s,	  more	  so	  than	  the	  masterpieces	  of	  tribal	  art	  that	  
were	  conventionally	  associated	  with	  artists’	  interests	  in	  ethnographic	  museums.	  	  The	  latter	  
approach	  had	  been	  celebrated	  in	  the	  British	  Museum’s	  publication	  Henry	  Moore	  at	  the	  
British	  Museum	  (1981)	  and	  continued	  to	  dominate	  discussions	  of	  this	  topic	  amongst	  
anthropologists	  and	  art	  historians.	  	  However,	  when	  Paolozzi	  and	  McLeod	  began	  a	  series	  of	  
informal	  visits	  to	  the	  British	  Museum’s	  offsite	  storage	  facility	  in	  Shoreditch	  in	  1982,	  it	  was	  
based	  on	  their	  shared	  interest	  in	  an	  expanded,	  fluid	  approach	  to	  material	  culture.	  	  In	  this,	  
their	  collaboration	  depended	  on	  the	  significant	  changes	  that	  had	  taken	  place	  in	  art	  practice	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and	  the	  Museum’s	  Ethnography	  Department	  since	  Moore’s	  first	  encounters	  with	  the	  
collections	  in	  the	  1920s.	  	  For	  almost	  forty	  years	  Paolozzi’s	  practice	  had	  been	  driven	  by	  
attempts	  to	  disrupt	  the	  universal	  sculptural	  values	  associated	  with	  Moore’s	  work,	  turning	  
instead	  to	  the	  constantly	  changing	  aesthetic	  diversity	  of	  his	  immediate	  surroundings.	  	  
McLeod	  shared	  Paolozzi’s	  suspicion	  of	  defining	  sculpture	  as	  an	  autonomous	  object.	  As	  
Keeper	  of	  Ethnography	  he	  wanted	  to	  establish	  an	  expanded	  and	  more	  open	  definition	  of	  
sculpture	  in	  anthropology,	  one	  that	  could	  accommodate	  the	  diversity	  of	  practices	  
represented	  in	  the	  ethnography	  collections.81	  	  
McLeod	  and	  Paolozzi	  had	  first	  met	  at	  a	  Royal	  Academy	  dinner	  in	  1978	  and	  became	  
friends.82	  	  Paolozzi	  had	  been	  keen	  to	  come	  and	  look	  through	  the	  boxes	  of	  objects	  in	  the	  
Ethnography	  Department’s	  new	  store,	  intrigued	  by	  the	  prospect	  of	  coming	  across	  
unfamiliar	  visual	  forms	  and	  materials.83	  	  Although	  the	  boxes	  had	  been	  carefully	  catalogued	  
according	  to	  the	  continent	  and	  ethnic	  group	  that	  their	  contents	  originated	  from,	  McLeod	  
recalls	  Paolozzi’s	  delight	  in	  not	  knowing	  exactly	  what	  might	  be	  in	  each	  box	  until	  it	  was	  
opened.84	  	  Plans	  for	  an	  exhibition	  developed,	  in	  part,	  through	  pressure	  from	  Paolozzi’s	  
personal	  assistant	  to	  feed	  these	  experiences	  into	  a	  concrete	  project.85	  Paolozzi	  began	  to	  
compile	  lists	  of	  the	  objects	  which	  caught	  his	  attention.	  	  He	  was	  drawn	  to	  works	  that	  he	  felt	  
were	  outside	  the	  Museum’s	  conventional	  criteria	  for	  display	  –	  and	  particularly	  works	  that	  
demonstrated	  the	  creative	  re-­‐use	  of	  materials	  and	  visible	  processes	  of	  modification.	  	  	  
In	  November	  1985,	  a	  selection	  of	  the	  objects	  he	  had	  picked	  out	  in	  the	  stores	  were	  
relocated	  to	  the	  Museum	  of	  Mankind,	  along	  with	  finished	  works,	  works	  in	  progress	  and	  
found	  objects	  from	  Paolozzi’s	  own	  collections.	  	  Paolozzi,	  assisted	  by	  museum	  staff,	  spent	  
two	  weeks	  arranging,	  and	  re-­‐arranging,	  a	  series	  of	  assemblages	  for	  the	  fifteen	  exhibition	  
cases	  in	  Room	  11.	  	  He	  worked	  within	  a	  loose	  narrative	  of	  ‘vanished	  lost	  worlds’,	  which	  he	  
later	  described	  as	  the	  ‘magical	  realms	  we	  can	  conjure	  up	  by	  seeing	  items	  in	  museums	  or	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
81	  Malcolm	  McLeod	  and	  John	  Mack,	  Ethnic	  Sculpture	  (London:	  British	  Museum	  Publications,	  1985).	  
82	  Malcolm	  McLeod,	  personal	  communication,	  July	  2013.	  
83	  The	  storage	  facility	  had	  opened	  in	  1974	  and	  was	  recognised	  as	  an	  innovative	  model	  of	  good	  practice	  in	  the	  
field	  of	  museum	  collections	  management.	  	  Helen	  Wolfe,	  personal	  communication,	  July	  2016.	  	  McLeod	  actively	  
encouraged	  students	  of	  material	  culture	  to	  visit	  the	  stores.	  	  For	  example,	  he	  placed	  an	  advert	  in	  the	  RAI	  journal	  
Man	  in	  1975	  encouraging	  students	  to	  access	  the	  unexhibited	  collections.	  Man,	  Vol.10,	  No.2	  (March	  1975),	  
p.132.	  
84	  Malcolm	  McLeod,	  personal	  communication,	  April	  2012.	  
85	  Ibid.	  	  Although	  this	  was	  the	  British	  Museum’s	  first	  collaborative	  exhibition	  with	  an	  artist	  the	  publication	  
project	  with	  Henry	  Moore	  in	  1981	  had	  set	  a	  precedent	  for	  this	  way	  of	  working,	  privileging	  an	  artist’s	  view	  of	  the	  
collections,	  as	  had	  Leon	  Underwood’s	  involvement	  in	  The	  Tribal	  Image	  (1970).	  	  Parallels	  with	  ‘The	  Artist’s	  Eye’	  
series	  of	  temporary	  exhibitions	  at	  the	  National	  Gallery	  were	  made	  in	  a	  number	  of	  the	  press	  reviews	  of	  Lost	  
Magic	  Kingdoms.	  	  In	  this	  series,	  which	  had	  begun	  in	  1977	  with	  Anthony	  Caro	  as	  selector,	  contemporary	  artists	  
created	  a	  display	  of	  works	  from	  the	  National	  Gallery	  collections	  that	  resonated	  with	  their	  own	  creative	  vision.	  	  
The	  programme	  had	  been	  relaunched	  in	  1985	  with	  a	  display	  selected	  by	  Francis	  Bacon.	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illustrated	  in	  writings	  about	  the	  world	  outside	  Europe’.86	  	  Paolozzi’s	  working	  titles	  for	  the	  
cases	  were	  (1)	  Poster	  Reconstruction,	  (2)	  Masks	  and	  Heads,	  (3)	  Paper,	  (4)	  Maori	  Figures,	  (5)	  
Ijo	  Board	  and	  Trading	  Goods,	  (6)	  Tools,	  (7)	  Clay,	  (8)	  Animals,	  (9)	  Ibibio	  Puppets,	  (10)	  
Textures,	  (11)	  Ijo	  Board	  and	  Trading	  Goods,	  (12)	  Skeleton	  and	  Day	  of	  the	  Dead,	  (13)	  
Colonial	  Explorers	  and	  Shadow	  Puppets,	  (14)	  Music,	  (15)	  Paper	  Moon.87	  	  Lost	  Magic	  
Kingdoms	  and	  Six	  Paper	  Moons	  from	  Nahuatl	  opened	  at	  the	  Museum	  of	  Mankind	  in	  
December	  1985	  and	  was	  on	  display	  there	  for	  two	  years.88	  
	  
	  
	  
	  
Fig.63.	  Lost	  Magic	  Kingdoms,	  gallery	  installation	  view,	  with	  Eduardo	  Paolozzi	  present,	  Museum	  of	  Mankind,	  
London,	  c.1987.	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
86	  Lost	  Magic	  Kingdoms	  and	  Six	  Paper	  Moons,	  touring	  exhibition	  guide	  (all	  venues,	  produced	  by	  the	  South	  Bank	  
Centre),	  introductory	  notes	  (unpaginated).	  
87	  These	  titles	  are	  listed	  on	  the	  exhibition	  plan	  made	  by	  Helen	  Wolfe,	  who	  assisted	  Paolozzi	  with	  the	  installation	  
of	  the	  exhibition.	  	  See	  the	  appendix	  of	  this	  thesis	  for	  a	  copy	  of	  this	  plan	  and	  a	  full	  set	  images	  of	  the	  gallery	  cases.	  	  
Wolfe	  kept	  detailed	  records	  of	  the	  exhibition,	  including	  lists	  of	  the	  objects	  displayed	  in	  each	  case	  which	  are	  not	  
recorded	  in	  the	  exhibition	  catalogue.	  	  Helen	  Wolfe,	  personal	  communication,	  July	  2016.	  
88	  A	  reconfigured	  version	  of	  the	  exhibition	  organised	  by	  the	  Southbank	  Centre	  toured	  to	  municipal	  art	  galleries	  
in	  Swansea,	  Birmingham,	  Sheffield,	  York,	  Bolton	  and	  Leeds,	  between	  January	  1988	  and	  March	  1989.	  	  Paolozzi	  
added	  a	  significant	  number	  of	  his	  own	  works,	  partly	  to	  replace	  works	  from	  the	  original	  exhibition	  that	  could	  not	  
be	  released	  by	  the	  British	  Museum	  for	  off-­‐site	  displays,	  or	  that	  were	  needed	  for	  other	  exhibitions.	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Shortly	  prior	  to	  putting	  together	  the	  exhibition	  itself,	  a	  similar	  process	  of	  
assemblage	  had	  informed	  the	  compilation	  of	  the	  exhibition	  catalogue.	  	  McLeod	  and	  the	  
British	  Museum’s	  graphic	  designer	  Roger	  Davies	  took	  photographs	  of	  the	  objects	  and	  
archive	  images	  that	  Paolozzi	  had	  selected	  during	  his	  store	  visits	  to	  the	  Academy	  of	  Fine	  Arts	  
in	  Munich,	  where	  the	  artist	  was	  working.	  	  Paolozzi	  lined	  the	  reproductions	  up	  on	  the	  floor	  
and	  made	  a	  selection,	  along	  with	  images	  of	  his	  own	  works,	  studio	  and	  scrap-­‐book	  pages.	  	  
McLeod	  recorded	  and	  edited	  comments	  that	  Paolozzi	  made	  during	  this	  selection	  process,	  
which	  were	  published	  as	  captions	  in	  the	  catalogue.	  	  Paolozzi’s	  selection	  of	  images	  
dominates	  the	  catalogue,	  filling	  pages	  67-­‐157,	  but	  only	  partially	  correlates	  with	  the	  images	  
and	  objects	  that	  were	  included	  in	  the	  exhibition.89	  	  
	  
	  
	  	  	  	  	  	   	  
	  
Fig.64.	  Lost	  Magic	  Kingdoms,	  Museum	  of	  Mankind	  exhibition	  catalogue	  cover,	  1985.	  	  
	  
	  
Paolozzi’s	  began	  his	  work	  on	  the	  exhibition	  by	  creating	  an	  assemblage	  for	  the	  
poster	  and	  catalogue	  cover,	  which	  was	  recreated	  for	  visitors	  in	  Case	  1.	  	  The	  image	  of	  this	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
89	  Lost	  Magic	  Kingdoms,	  exhibition	  catalogue,	  1985.	  	  The	  catalogue	  made	  no	  attempt	  to	  index	  the	  works	  
included	  in	  the	  exhibition.	  	  I	  have	  used	  the	  installation	  images	  in	  the	  British	  Museum	  archive	  (see	  appendix)	  to	  
assess	  which	  works	  were	  displayed	  and	  Helen	  Wolfe’s	  case	  plans	  (Helen	  Wolfe,	  personal	  archive).	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assemblage	  is	  the	  only	  official	  colour	  photograph	  of	  the	  works	  assembled	  for	  the	  Museum	  
of	  Mankind	  exhibition	  and	  for	  this	  reason	  continues	  to	  hold	  a	  significant	  place	  in	  the	  
fragmentary	  archive	  of	  Paolozzi’s	  project,	  which	  he	  described	  in	  1987	  as	  his	  ‘largest	  
sculpture	  so	  far’.90	  	  The	  component	  parts	  of	  this	  assemblage,	  as	  with	  the	  others	  created	  for	  
the	  exhibition,	  have	  since	  been	  re-­‐dispersed	  into	  different	  museum	  collections	  or	  can	  no	  
longer	  be	  traced.91	  	  This	  act	  of	  dispersal	  reflects	  the	  spirit	  of	  the	  project	  itself,	  which	  
privileged	  the	  principle	  of	  metamorphosis,	  of	  objects	  and	  images	  in	  a	  state	  of	  ongoing	  
transformation,	  in	  which	  both	  the	  artist	  and	  the	  viewer	  were	  complicit.	  	  The	  publicity	  image	  
continues	  to	  form	  part	  of	  this	  process,	  it	  has	  been	  widely	  reproduced	  and	  interpreted	  in	  
very	  different	  ways.92	  	  At	  the	  same	  time,	  its	  clarity	  as	  a	  record	  of	  the	  exhibition	  provides	  a	  
useful	  insight	  into	  Paolozzi’s	  working	  method.	  	  In	  this	  assemblage,	  he	  juxtaposed	  previously	  
unexhibited	  works	  from	  the	  Museum	  collection	  with	  part	  of	  a	  discarded	  washing	  machine	  
that	  he	  had	  found	  on	  the	  street.93	  	  These	  were	  placed	  alongside	  his	  own	  sculpted	  works,	  
including	  an	  abstract	  piece	  reusing	  wooden	  elements,	  upon	  which	  stood	  one	  of	  a	  series	  of	  
papier-­‐mâché	  casts	  depicting	  the	  head	  of	  an	  Aztec	  goddess	  that	  he	  created	  for	  the	  
exhibition.	  	  Individually,	  each	  object	  refers	  to	  the	  central	  theme	  of	  unstable	  categories	  of	  
form	  and	  material,	  challenging	  fixed	  or	  reified	  definitions	  of	  what	  might	  constitute	  an	  art	  or	  
museum	  object.	  	  Assembled	  together	  in	  the	  museum	  space,	  without	  an	  immediately	  
coherent	  narrative,	  this	  effect	  was	  reinforced,	  challenging	  visitors	  to	  actively	  engage	  with	  
the	  ways	  that	  museum	  objects	  are	  seen	  and	  defined.	  	  Paolozzi’s	  interest	  was	  in	  the	  
potential	  of	  this	  disruptive	  process	  to	  open	  up	  new,	  unforeseen	  ways	  of	  seeing	  the	  objects.	  	  
This	  followed	  his	  longstanding	  and	  optimistic	  confidence	  in	  the	  role	  of	  the	  modern	  artist	  to	  
create	  new	  meanings	  and	  patterns	  of	  thought	  by	  selecting	  from	  and	  transforming	  
groupings	  of	  materials,	  objects	  and	  images.	  	  This	  resonates	  with	  what	  has	  now	  become	  an	  
established	  role	  for	  artists	  to	  ‘respond	  to’	  and	  bring	  ‘new	  perspectives’	  to	  museum	  
collections.94	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
90	  Interview	  for	  ‘Sculpture	  and	  the	  20th	  Century	  Condition’,	  Art	  and	  Design,	  3,	  1987.	  Reproduced	  in	  Spencer	  
(2000),	  271.	  	  
91	  The	  majority	  of	  the	  works	  that	  Paolozzi	  created	  for	  Lost	  Magic	  Kingdoms	  are	  in	  the	  Hunterian	  Museum	  &	  Art	  
Gallery	  collections.	  	  McLeod	  became	  Director	  of	  the	  Hunterian	  Museum	  in	  1990	  and	  he	  and	  Paolozzi	  discussed	  
presenting	  a	  version	  of	  Lost	  Magic	  Kingdoms	  there.	  	  Although	  this	  project	  did	  not	  materialise,	  Paolozzi	  gave	  the	  
works	  to	  McLeod	  after	  the	  touring	  exhibition	  finished	  in	  1989	  and	  McLeod	  subsequently	  donated	  most	  of	  them	  
to	  the	  Hunterian	  in	  2004.	  	  The	  donation	  included	  84	  sculptures	  and	  5	  sketchbooks.	  	  At	  least	  16	  of	  the	  sculptures	  
were	  made	  especially	  for	  the	  touring	  exhibition.	  	  
92	  Levell	  (2016),	  21.	  
93	  Discussed	  by	  Paolozzi	  in	  the	  television	  documentary	  South	  of	  Watford:	  Eduardo	  Paolozzi,	  produced	  by	  London	  
Weekend	  Television	  in	  1986.	  	  British	  Museum	  Archives.	  
94	  This	  approach	  is	  discussed	  in	  detail	  in	  James	  Putman,	  Art	  and	  Artefact:	  The	  Museum	  as	  Medium,	  London:	  
Thames	  &	  Hudson,	  2001.	  	  For	  a	  recent	  example	  from	  the	  British	  Museum	  see	  Grayson	  Perry,	  Tomb	  of	  the	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Paolozzi’s	  interest	  in	  rethinking	  the	  classification	  systems	  that	  museums	  as	  
institutions	  impose	  is	  directly	  referenced	  in	  the	  opening	  pages	  of	  the	  Lost	  Magic	  Kingdoms	  
catalogue	  with	  a	  print	  from	  the	  series	  Blueprint	  for	  a	  New	  Museum,	  developed	  by	  Paolozzi	  
in	  1980	  (see	  Fig.2	  on	  page	  7	  of	  this	  thesis).	  	  The	  print	  is	  made	  up	  of	  black	  and	  white	  line	  
drawings	  collaged	  together	  to	  show	  the	  interior	  of	  a	  cathedral,	  overlaid	  with	  structural	  
details	  of	  Richard	  Rogers’	  Pompidou	  Centre	  and	  filled	  with	  images	  from	  Paolozzi’s	  personal	  
archive,	  which	  range	  from	  the	  Laocoön	  sculpture	  to	  diagrams	  of	  a	  space	  rocket,	  bicycle,	  
and	  fish.	  	  The	  print	  series	  consists	  of	  six	  lithographs	  and	  screenprints	  and	  was	  originally	  
produced	  in	  an	  edition	  of	  fifty	  in	  response	  to	  an	  invitation	  to	  participate	  in	  the	  project	  ‘My	  
Cologne	  Cathedral:	  Contemporary	  Artists	  Look	  at	  Cologne	  Cathedral’	  in	  1980.	  	  A	  description	  
of	  Paolozzi’s	  original	  idea	  is	  included	  in	  a	  handwritten	  text	  introducing	  Lost	  Magic	  
Kingdoms,	  which	  was	  reproduced	  with	  the	  print	  in	  the	  first	  pages	  of	  the	  exhibition	  
catalogue.	  	  	  
	  
To	  counteract	  and	  perhaps	  contradict	  our	  tendency	  	  
to	  isolate	  phenomena	  and	  impose	  a	  separateness	  	  
of	  the	  object:	  I	  proposed	  in	  a	  series	  of	  prints	  	  
an	  idea	  for	  a	  new	  museum:	  	  
where	  in	  an	  old	  building	  preferably	  	  
an	  abandoned	  cathedral	  even	  a	  gutted	  one	  	  
a	  selection	  from	  the	  history	  of	  things	  	  
the	  choice	  of	  material	  being	  an	  art	  	  
form.	  	  The	  arrangement	  and	  juxtaposition	  of	  	  
the	  objects	  and	  sculptures	  suggesting	  another	  philosophy.	  	  	  	  	  
Not	  only	  superb	  originals	  but	  	  
fakes	  combined	  with	  distinguished	  reproductions	  
copies	  of	  masterpieces	  both	  in	  painting	  and	  engineering	  	  
the	  radial	  engine	  and	  a	  Leger	  painting	  and	  a	  	  
Bugatti	  wheels	  cinema	  prints	  crocodile	  skulls	  	  
all	  parts	  movable:	  an	  endless	  set	  of	  combinations	  	  
a	  new	  culture	  in	  which	  way	  problems	  	  
give	  way	  to	  capabilities.95	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
Unknown	  Craftsman,	  exhibition	  catalogue	  (London:	  British	  Museum	  Publications,	  2012).	  	  Perry	  cites	  Lost	  Magic	  
Kingdoms	  as	  an	  important	  inspiration	  for	  this	  project.	  
95	  Paolozzi,	  Lost	  Magic	  Kingdoms	  exhibition	  catalogue	  (1985),	  7.	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This	  section	  of	  Paolozzi’s	  introductory	  text	  is	  prefaced	  by	  references	  to	  Picasso’s	  
‘scrapwood’	  constructions,	  influenced	  by	  African	  sculptures	  and	  ‘held	  together	  with	  nails	  
and	  magic’.96	  	  Paolozzi	  connects	  this	  to	  contemporary	  toys	  made	  from	  scrap	  metal	  by	  
‘African	  boys’,	  and	  to	  Alexander	  Calder’s	  miniature	  circus	  (Cirque	  Calder,	  1926-­‐31).	  	  He	  
concludes	  with	  a	  passage	  noting	  that	  for	  young	  artists	  in	  London	  there	  is	  an	  abundance	  of	  
‘raw	  materials’	  awaiting	  transformation:	  	  
	  
Enough	  magazines	  to	  make	  six	  thousand	  collages	  and	  enough	  rusty	  wire	  for	  
	   	   	  two	  hundred	  paper	  figures	  double	  life	  size.	  
This	  unremitting	  and	  inescapable	  flood;	  	  
this	  Pandora’s	  box	  of	  possibilities	  should	  exercise	  	  
our	  own	  creativity:	  a	  new	  generation	  of	  young	  sculptors	  
are	  alert	  to	  this	  and	  creating	  a	  permanent	  beauty	  
from	  these	  discarded	  motives.	  
These	  manmade	  products	  because	  of	  their	  	  
nature	  can	  be	  cut	  and	  subdivided	  and	  reorganised	  to	  	  
match	  our	  emotions.97	  
	  
Paolozzi’s	  attention	  to	  the	  transient	  nature	  of	  materials	  and	  objects	  in	  Lost	  Magic	  
Kingdoms	  can	  be	  explored	  in	  more	  detail	  by	  tracing	  the	  path	  of	  an	  image	  that	  he	  focuses	  on	  
in	  his	  subtitle	  for	  the	  exhibition:	  Six	  Paper	  Moons	  from	  Nahuatl.	  	  The	  title	  itself	  underlines	  
the	  fluid	  and	  multi-­‐layered	  approach	  to	  materials	  and	  objects	  that	  operates	  throughout	  
Lost	  Magic	  Kingdoms.	  	  For	  example,	  Nahuatl	  is	  not	  a	  place	  but	  a	  group	  of	  related	  languages	  
and	  dialects,	  indigenous	  to	  Mexico	  and	  spoken	  by	  the	  Nahuas	  (commonly	  referred	  to	  as	  the	  
Aztecs).	  	  Although	  he	  does	  not	  expand	  directly	  on	  the	  significance	  of	  this	  reference	  in	  the	  
title,	  Paolozzi	  was	  fascinated	  by	  potential	  parallels	  between	  the	  fluid	  construction	  and	  use	  
of	  languages	  and	  the	  creation	  of	  artworks.98	  	  As	  well	  as	  being	  a	  group	  of	  languages	  that	  
makes	  extensive	  use	  of	  compounding,	  potentially	  a	  metaphor	  for	  his	  approach	  in	  Lost	  
Magic	  Kingdoms,	  Nahuatl	  also	  has	  a	  history	  of	  appropriation	  by	  the	  Spanish	  colonial	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
96	  Ibid.	  
97	  Ibid.,	  8.	  	  	  
98	  For	  example,	  Paolozzi	  had	  celebrated	  the	  parallels	  between	  his	  artistic	  practice	  and	  Ludwig	  Wittgenstein’s	  
theories	  of	  language	  in	  the	  print	  series	  As	  is	  When	  (1965).	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administration.99	  	  This	  parallels	  Paolozzi’s	  attention	  to	  ethnographic	  objects	  that	  
demonstrate	  points	  of	  contact	  and	  an	  entangled	  history	  between	  Europe	  and	  their	  
countries	  of	  origin.	  	  
Paolozzi’s	  ‘paper	  moons’	  nod	  towards	  the	  lyrics	  for	  the	  jazz	  standard	  It’s	  Only	  a	  
Paper	  Moon,	  while	  referring	  specifically	  to	  photographic	  reproductions	  of	  a	  stone	  carving	  
of	  a	  ‘moon-­‐god’	  from	  Mexico	  and	  a	  series	  of	  papier-­‐mâché	  versions	  of	  it	  that	  he	  created	  
from	  recycled	  paper	  for	  the	  exhibition,	  one	  of	  which	  occupies	  a	  central	  position	  in	  the	  
publicity	  image	  assemblage.100	  	  Paolozzi	  later	  described	  the	  image	  of	  the	  stone	  carving	  as	  
having	  ‘haunted	  him’.101	  	  The	  original	  sculpture	  is	  the	  head	  of	  Coyolxauhqui,	  the	  Aztec	  
goddess	  of	  the	  moon,	  and	  is	  carved	  in	  diorite,	  and	  77cm	  tall.	  	  It	  has	  been	  dated	  to	  c.1450-­‐
1521	  and	  was	  excavated	  from	  an	  archaeological	  site	  in	  Mexico	  City	  in	  1830,	  when	  it	  was	  
given	  to	  and	  displayed	  in	  the	  city’s	  National	  Museum.	  	  Since	  1964	  it	  has	  been	  displayed	  in	  
the	  National	  Museum	  of	  Anthropology	  in	  Mexico	  City.	  	  However	  Paolozzi	  deliberately	  
focuses	  our	  attention	  on	  his	  experience	  of	  the	  sculpture	  through	  photographic	  
reproductions.	  	  Reproductions	  of	  this	  monumental	  sculpture,	  cut	  from	  books	  and	  
magazines,	  can	  be	  found	  in	  Paolozzi’s	  scrapbooks	  for	  Lost	  Magic	  Kingdoms.	  	  Three	  of	  these	  
copies	  can	  be	  seen	  on	  display	  in	  the	  installation	  photographs	  of	  the	  Museum	  of	  Mankind	  
exhibition.	  	  One	  version	  can	  be	  seen	  in	  Case	  2,	  mounted	  on	  the	  side	  wall;	  two	  others	  are	  
stuck	  on	  to	  the	  front	  of	  sketchbooks,	  shown	  in	  Cases	  3	  and	  13.	  	  Paolozzi’s	  papier-­‐mâché	  
sculptures	  of	  Coyolxauhqui	  are	  relatively	  straightforward	  copies	  of	  these	  photographic	  
reproductions,	  although	  the	  detail	  of	  the	  symbols	  carved	  into	  the	  surface	  of	  the	  original	  
sculpture	  have	  been	  dropped	  and	  the	  overall	  proportions	  have	  been	  distorted.	  	  Paolozzi’s	  
focus	  on	  frontal	  detail	  reflects	  his	  two	  dimensional	  source	  and	  only	  one	  of	  his	  papier-­‐
mâché	  sculptures	  was	  exhibited	  in	  the	  round.	  	  Here,	  it	  becomes	  clear	  that	  Paolozzi	  had	  
imagined	  the	  back	  of	  the	  head	  as	  what	  appears	  to	  be	  a	  Doric	  column	  with	  a	  rounded	  top.102	  	  	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
99	  For	  a	  full	  discussion	  of	  Nahuatl	  see	  James	  Lockhart,	  The	  Nahuas:	  After	  the	  Conquest	  (Stanford,	  CA:	  Stanford	  
University	  Press,	  1992).	  
100	  ‘It’s	  Only	  a	  Paper	  Moon’,	  written	  by	  Harold	  Arlen	  with	  lyrics	  by	  E.	  Y.	  Harburg	  and	  Billy	  Rose	  (1933).	  The	  lyrics	  
refer	  to	  a	  make-­‐believe	  world	  of	  paper	  moons,	  cardboard	  seas,	  canvas	  skies,	  and	  muslin	  trees.	  	  Paolozzi	  had	  an	  
active	  interest	  in	  jazz	  which	  is	  referred	  to	  elsewhere	  in	  Lost	  Magic	  Kingdoms,	  for	  example	  in	  his	  plaster	  
reproductions	  of	  Count	  Basie	  (see	  image	  of	  Case	  11	  in	  the	  appendix).	  	  	  
101Introductory	  notes,	  Lost	  Magic	  Kingdoms	  and	  Six	  Paper	  Moons,	  touring	  exhibition	  guide	  (London:	  Southbank	  
Centre,	  1988),	  unpaginated.	  
102	  The	  original	  sculpture	  of	  Coyolxauhqui	  has	  a	  smooth	  back	  with	  a	  series	  of	  significant	  symbols	  carved	  in	  
partial	  relief	  on	  the	  top,	  back	  and	  underside	  of	  the	  head.	  	  All	  of	  these	  features	  are	  now	  available	  to	  view	  online	  
in	  a	  360	  degree	  view	  of	  the	  sculpture,	  created	  as	  part	  of	  the	  interpretation	  for	  the	  exhibition	  The	  Aztec	  
Pantheon	  and	  the	  Art	  of	  the	  Empire	  at	  the	  JP	  Getty	  Museum,	  Los	  Angeles,	  2010	  
http//:www.getty.edu/art/exhibitions/aztec/interactive/index.html,	  accessed	  November	  2011.	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Fig.65.	  Lost	  Magic	  Kingdoms,	  gallery	  installation	  view	  (Case	  2),	  Museum	  of	  Mankind,	  London,	  1985.	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Fig.66.	  Lost	  Magic	  Kingdoms,	  gallery	  installation	  view	  (Case	  3),	  Museum	  of	  Mankind,	  London,	  1985.	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Fig.67	  and	  Fig.68.	  Eduardo	  Paolozzi,	  sketchbook	  (GLAHA55000),	  30	  x	  22.5cm,	  c.1985,	  cover	  and	  interior	  pages,	  
Hunterian	  Art	  Gallery.	  
	  
	  
Paolozzi’s	  explicit	  reference	  to	  his	  personal	  archive	  of	  reproductions	  as	  the	  source	  
of	  inspiration	  for	  these	  sculptures,	  rather	  than	  the	  original	  museum	  object,	  is	  significant.	  	  
This	  pattern	  is	  followed	  throughout	  the	  exhibition,	  where	  Paolozzi’s	  own	  sculptures	  have	  
not	  been	  created	  directly	  from	  formal	  studies	  of	  objects	  in	  the	  British	  Museum	  collections,	  
but	  have	  been	  inspired	  by	  the	  broader	  concept	  of	  ‘Lost	  Magic	  Kingdoms’	  -­‐	  characters	  or	  
objects	  from	  an	  imagined	  world,	  copies	  of	  photographs	  of	  objects	  from	  other	  collections	  or	  
explorations	  of	  material	  processes.	  	  Paolozzi	  was	  more	  interested	  in	  playing	  with	  the	  ways	  
that	  ethnographic	  objects	  had	  and	  could	  be	  interpreted	  in	  his	  own	  society,	  than	  making	  
formal	  studies	  of	  recognised	  masterpieces	  from	  the	  collection.	  	  He	  outlined	  this	  way	  of	  
working	  in	  an	  interview	  for	  the	  Sunday	  Telegraph	  Magazine,	  promoting	  the	  exhibition:	  ‘I	  
see	  the	  exhibition	  as	  being	  absolutely	  central	  to	  my	  own	  work.	  	  It	  is	  about	  redeeming	  
things,	  reclaiming	  things	  and	  looking	  at	  things	  in	  a	  new	  way.	  	  Above	  all	  it	  is	  about	  sources	  of	  
inspiration.’103	  	  The	  article	  continues	  –‘ethnography	  has	  made	  it	  into	  the	  galleries’,	  he	  says	  
grimly.	  	  ‘But	  in	  choosing	  objects	  for	  this	  show	  I	  was	  determined	  to	  avoid	  the	  masterpiece	  
look’.104	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
103	  Philip	  Oakes,	  ‘Man	  on	  the	  Trail	  of	  Magic’,	  Sunday	  Telegraph	  Magazine,	  1st	  December,	  1985,	  35.	  
104	  Ibid.	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Fig.	  69.	  Henry	  Moore	  at	  the	  British	  Museum,	  book	  cover,	  British	  Museum	  Publications,	  1981.	  	  	  
	  
Fig.70.	  Henry	  Moore,	  Moon	  Head,	  1964,	  plaster,	  57.8	  x	  44.1	  x	  25.4cm,	  Art	  Gallery	  of	  Ontario.	  
	  
	  This	  approach	  distinguishes	  Paolozzi’s	  working	  method	  in	  Lost	  Magic	  Kingdoms	  
from	  Henry	  Moore’s	  studies	  in	  the	  British	  Museum,	  in	  which	  the	  translation	  of	  formal	  
elements	  can	  be	  clearly	  traced.	  	  Moore’s	  selection	  of	  works	  from	  the	  ethnographic	  
collections	  for	  the	  publication	  Henry	  Moore	  at	  the	  British	  Museum	  (1981)	  was	  dominated	  
by	  the	  recognised	  masterpieces	  of	  ‘tribal	  art’	  that	  had	  also	  been	  selected	  by	  Fagg	  and	  
Underwood	  for	  The	  Tribal	  Image	  in	  1970.	  	  In	  Lost	  Magic	  Kingdoms	  Paolozzi	  deliberately	  
distances	  himself	  from	  this	  tradition	  and	  although	  he	  does	  not	  refer	  to	  it	  directly,	  his	  ‘moon	  
god’	  theme	  forms	  an	  obvious	  contrast	  with	  Moore’s	  sculpture	  Moon	  Head	  (1964).	  	  Henry	  
Moore	  at	  the	  British	  Museum	  had	  highlighted	  a	  display	  of	  Moore’s	  Moon	  Head	  alongside	  
Cycladic	  objects	  at	  the	  Museum	  in	  1969,	  at	  the	  request	  of	  Lord	  Eccles,	  then	  Chairman	  of	  
the	  Trustees.105	  	  A	  letter	  from	  Moore	  to	  Lord	  Eccles,	  enthusiastically	  accepting	  his	  invitation	  
to	  exhibit	  his	  work	  states	  that	  ‘such	  a	  comparison	  might	  help	  to	  show	  that	  common	  
fundamental	  sculptural	  ideas	  persist’.106	  	  	   	   	   	   	   	  
	   Paolozzi’s	  attention	  to	  papier-­‐mâché	  works	  in	  Lost	  Magic	  Kingdoms	  forms	  a	  stark	  
contrast	  with	  the	  monolithic	  nature	  of	  many	  of	  Moore’s	  sculptures	  and	  his	  well-­‐known	  
enthusiasm	  for	  Mexican	  works	  in	  stone.107	  	  This	  was	  most	  clearly	  evident	  in	  Lost	  Magic	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
105Henry	  Moore,	  Henry	  Moore	  at	  the	  British	  Museum,	  London:	  British	  Museum	  Publications,	  1981,	  13;	  47.	  	  
106	  Ibid.,	  13.	  
107	  For	  an	  insightful	  discussion	  of	  Moore’s	  approach	  see	  Barbara	  Braun,	  Pre-­‐Colombian	  Art	  and	  the	  Post-­‐
Columbian	  World:	  Ancient	  American	  Sources	  of	  Modern	  Art,	  New	  York:	  Harry	  N	  Abrams,	  2000.	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Kingdoms	  in	  Case	  3,	  where	  Paolozzi	  displayed	  one	  of	  his	  moon	  god	  sculptures	  and	  the	  
image	  of	  Coyolxauhqui	  stuck	  on	  front	  of	  his	  sketchbook,	  alongside	  paper-­‐based	  works	  from	  
the	  British	  Museum	  collections	  including	  papier-­‐mâché	  skulls	  and	  a	  model	  church	  made	  for	  
the	  Day	  of	  the	  Dead	  festival,	  collected	  in	  Mexico	  in	  1978,	  a	  European	  copy	  of	  an	  Anyang	  
mask	  from	  Nigeria,	  dating	  from	  the	  1890s	  and	  two	  examples	  of	  paper	  moulds	  taken	  from	  
Mayan	  stelae	  in	  Central	  America	  in	  the	  1880s.	  	  In	  Paolozzi’s	  introduction	  to	  the	  catalogue	  
for	  Lost	  Magic	  Kingdoms	  he	  elaborates	  on	  his	  longstanding	  interest	  in	  creating	  sculptures	  
out	  of	  paper,	  which	  he	  saw	  partly	  as	  a	  challenge	  to	  the	  expectations	  of	  the	  European	  art	  
market.	  	  He	  refers	  to	  this	  as	  an	  explanation	  for	  the	  limited	  impact	  on	  artists	  of	  papier-­‐
mâché	  sculptures	  exhibited	  in	  Mexican	  Art	  from	  1500BC	  to	  the	  Present	  Day	  at	  the	  Tate	  in	  
1953:	  	  
	  
There	  were	  a	  lot	  of	  doors	  being	  opened	  by	  that	  Mexican	  exhibition	  and	  a	  lot	  of	  
artists	  unable	  to	  go	  through	  them.	  	  Of	  course	  the	  network	  of	  painters,	  dealers	  and	  
the	  auction	  houses	  cannot	  or	  will	  not	  accept	  such	  potential	  influences;	  it	  prevents	  
them	  having	  an	  effect.	  	  That	  network	  breaks	  down	  when,	  for	  example,	  people	  start	  
making	  papier-­‐mâché	  sculpture,	  something	  so	  novel	  but	  also	  so	  non-­‐durable	  that	  
they	  cannot	  easily	  sell	  it.108	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	  
108	  Eduardo	  Paolozzi,	  ‘Primitive	  Art,	  Paris	  and	  London’,	  Lost	  Magic	  Kingdoms	  (1985),	  11.	  	  Works	  exhibited	  at	  the	  
Tate	  in	  1953	  are	  listed	  in	  Mexican	  Art	  From	  1500BC	  to	  the	  Present	  Day,	  exhibition	  catalogue	  (London:	  Tate,	  
1953).	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Fig.71.	  Mexican	  Art	  from	  1500BC	  to	  the	  Present	  Day,	  gallery	  installation	  view,	  Tate	  Gallery,	  1953.	  	  This	  
display	  of	  ‘popular’	  arts	  was	  part	  of	  a	  larger	  exhibition	  of	  Mexican	  art	  organised	  in	  collaboration	  with	  
the	  Mexican	  Government	  and	  the	  Arts	  Council.	  	  It	  was	  a	  relatively	  unusual	  project	  for	  Tate	  in	  this	  
period,	  bringing	  together	  popular,	  pre-­‐Columbian,	  colonial,	  modern	  and	  contemporary	  art	  from	  
Mexico.	  
	  
	   	   	   	   	   	   	   	   	  
This	  is	  one	  of	  a	  series	  of	  connections	  that	  Paolozzi	  makes	  between	  his	  approach	  in	  
Lost	  Magic	  Kingdoms	  and	  his	  experiences	  in	  the	  1940s	  and	  1950s.	  	  This	  is	  most	  explicit	  in	  
his	  overview	  of	  his	  encounters	  with	  ‘primitive	  art’	  in	  the	  exhibition	  catalogue,	  which	  
although	  recorded	  in	  1985	  focuses	  almost	  entirely	  on	  his	  experiences	  in	  Paris	  in	  the	  late	  
1940s.	  	  It	  was	  in	  Paris,	  Paolozzi	  states,	  that	  he	  learnt	  ‘everything	  about	  treating	  primitive	  
art	  seriously’	  –	  ‘that	  French	  sensibility	  which	  could	  embrace	  Dogon	  masks,	  pre-­‐Columbian	  
stone	  sculpture	  and,	  for	  example,	  Baroque	  churches	  or	  modern	  machinery.	  	  That	  sort	  of	  
sensibility	  does	  not	  exist	  in	  England	  even	  now.’109	  	  He	  refers	  specifically	  to	  the	  diversity	  of	  
Tristran	  Tzara’s	  collections	  which	  he	  had	  encountered	  in	  Paris	  in	  1947,	  and	  to	  his	  visits	  to	  
the	  Musée	  de	  l’Homme,	  where	  an	  oil	  lamp	  made	  of	  an	  old	  tomato	  paste	  tin,	  quilted	  cotton	  
horse	  armour,	  and	  an	  image	  of	  an	  African	  dancer	  wearing	  an	  imitation	  wrist-­‐watch	  made	  of	  
beadwork	  had	  all	  proved	  ‘very	  enlightening’.110	  	  He	  concludes	  by	  stating	  that:	  ‘I	  have	  lived	  
by	  that	  ever	  since,	  the	  concern	  with	  different	  materials,	  disparate	  ideas	  –	  and	  to	  me	  that	  is	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
109	  Paolozzi,	  Lost	  Magic	  Kingdoms	  (1985),	  10.	  
110	  Ibid.	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the	  excitement;	  it	  becomes	  almost	  a	  description	  of	  the	  creative	  act	  –	  to	  juggle	  with	  these	  
things.’111	  
	   Dawn	  Ades	  elaborated	  on	  this	  context	  in	  her	  catalogue	  essay,	  situating	  Lost	  Magic	  
Kingdoms	  in	  relation	  to	  a	  history	  of	  ethnographic	  surrealism	  in	  Paris,	  an	  attitude	  that	  she	  
describes	  as	  still	  ‘sufficiently	  strong,	  and	  sufficiently	  different	  from	  the	  English	  
environment’	  in	  1947	  to	  have	  had	  a	  lasting	  impact	  on	  Paolozzi.112	  	  She	  makes	  the	  
connection	  between	  the	  surrealists’	  treatment	  of	  culture	  as	  a	  collection	  of	  documents	  and	  
Paolozzi’s	  projects	  at	  the	  ICA	  in	  the	  1950s.113	  	  It	  is	  in	  relation	  to	  this	  historical	  context,	  Ades	  
claims,	  that	  the	  differences	  between	  Lost	  Magic	  Kingdoms	  and	  the	  recent	  exhibition	  at	  the	  
Museum	  of	  Modern	  Art	  in	  New	  York,	  Primitivism	  in	  Twentieth	  Century	  Art:	  Affinity	  of	  the	  
Tribal	  and	  Modern	  (1984)	  could	  be	  understood.114	  	  To	  support	  this,	  Ades	  quotes	  James	  
Clifford’s	  proposition	  of	  ethnography	  as	  collage	  in	  his	  recently	  published	  essay	  about	  
ethnographic	  surrealism	  in	  Paris	  in	  the	  1920s.115	  	  Both	  texts	  reflect	  an	  enthusiasm	  emerging	  
in	  the	  1980s	  for	  a	  more	  fragmented,	  reflexive	  approach	  to	  ethnography.	  	  In	  the	  context	  of	  
London	  in	  the	  mid-­‐1980s,	  this	  generated	  mixed	  reactions.	  	  
	  
	  	  	  
Responses	  to	  Lost	  Magic	  Kingdoms	  
	  
Paolozzi’s	  experiences	  in	  Paris	  in	  the	  1940s	  and	  his	  Independent	  Group	  projects	  in	  London	  
in	  the	  1950s	  undoubtedly	  provide	  an	  illuminating	  insight	  into	  his	  working	  method	  in	  Lost	  
Magic	  Kingdoms	  almost	  forty	  years	  later.116	  	  The	  radical	  nature	  of	  his	  assemblage-­‐based	  
approach	  to	  art	  practice	  in	  the	  1950s	  has	  been	  the	  subject	  of	  renewed	  attention	  in	  art	  
history	  over	  the	  past	  decade.	  	  Here,	  references	  to	  Lost	  Magic	  Kingdoms	  and	  particularly	  
quotes	  from	  the	  catalogue	  are	  used	  to	  confirm	  the	  influence	  of	  Paolozzi’s	  experiences	  of	  
ethnography	  in	  Paris	  in	  the	  1940s	  on	  his	  enthusiasm	  for	  diverse	  imagery.117	  	  However,	  this	  
displaces	  the	  challenging	  debates	  that	  Lost	  Magic	  Kingdoms	  generated	  in	  the	  mid-­‐1980s	  
about	  Paolozzi’s	  role	  as	  ‘editor’	  in	  an	  ethnographic	  museum,	  which	  only	  make	  sense	  if	  the	  
actual	  context	  in	  which	  this	  exhibition	  took	  place	  is	  retained.	  	  It	  is	  impossible	  to	  contain	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
111	  Ibid.,	  11.	  
112	  Dawn	  Ades	  ‘Paolozzi,	  Surrealism,	  Ethnography’,	  Lost	  Magic	  Kingdoms	  (1985),	  60-­‐66.	  	  
113	  Paolozzi	  later	  reaffirmed	  this	  affinity,	  describing	  Lost	  Magic	  Kingdom	  as	  ‘a	  kind	  of	  child	  of	  the	  Independent	  
Group	  exhibitions’.	  	  Eduardo	  Paolozzi,	  ‘Retrospective	  Statement’	  in	  The	  Independent	  Group:	  Postwar	  Britain	  and	  
the	  Aesthetics	  of	  Plenty,	  ed.	  Robins	  (1990),	  193.	  
114	  Ades,	  Lost	  Magic	  Kingdoms	  (1985),	  61.	  
115	  Ibid.,	  65.	  	  See	  Clifford	  ‘On	  Ethnographic	  Surrealism’	  (1981).	  
116	  Levell	  (2016),	  29-­‐31.	  
117	  See	  Foster	  (2011),185	  and	  Spencer	  (2012),	  318.	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frameworks	  of	  reference	  for	  these	  debates	  within	  a	  single	  narrative.	  	  All,	  however,	  were	  
informed	  by	  the	  changes	  that	  had	  taken	  place	  in	  anthropology	  and	  art	  practice	  since	  the	  
1950s.	  	  
Lost	  Magic	  Kingdoms	  was	  a	  popular	  exhibition	  and	  the	  press	  coverage	  at	  the	  time	  
was	  predominantly	  positive,	  embracing	  Paolozzi’s	  attempt	  to	  disrupt	  visitors’	  
preconceptions	  about	  how	  art	  and	  ethnography	  should	  be	  displayed.118	  	  However,	  critical	  
responses	  to	  the	  exhibition	  amongst	  anthropologists	  and	  artists	  called	  into	  question	  
Paolozzi’s	  disregard	  for	  the	  contexts	  in	  which	  the	  ethnographic	  collections	  were	  originally	  
made.	  	  For	  some	  anthropologists,	  the	  exhibition	  reconfirmed	  views	  that	  aesthetic	  concerns	  
were	  incompatible	  with	  the	  purpose	  of	  a	  museum	  of	  ethnography.	  	  For	  example,	  in	  a	  letter	  
to	  the	  Times	  Literary	  Supplement,	  Joseph	  Brant	  (a	  pseudonym)	  commented	  that	  it	  was	  
‘remarkable	  that	  the	  national	  museum	  of	  non-­‐Western	  artefacts	  should	  stage	  an	  exhibition	  
so	  devoid	  of	  anthropological	  understanding	  or	  educational	  intent’,	  describing	  it	  as	  ‘a	  
collection	  of	  “tribal”	  lost	  property	  assembled	  by	  an	  aesthete	  as	  an	  exercise	  in	  ethno-­‐
voyeuristic	  surrealism.’119	  	  Similarly,	  the	  anthropologist	  Tristan	  Platt	  dismissed	  Paolozzi’s	  
‘bricolage-­‐games’	  –	  ‘the	  aim	  appears	  to	  be	  the	  appropriation	  of	  mysterious	  meaning-­‐
fragments	  from	  afar	  for	  new	  aesthetic	  purposes	  defined	  in	  the	  metropolis’.120	  	  McLeod	  and	  
Leach	  both	  challenged	  this	  view,	  ardently	  supporting	  the	  reflexivity	  inherent	  in	  Paolozzi’s	  
approach	  to	  the	  ethnographic	  collections.121	  	  This	  revealed	  the	  growing	  sense	  of	  self-­‐
consciousness	  in	  anthropology	  about	  the	  dynamics	  of	  representation,	  an	  approach	  that	  had	  
revitalised	  museum	  ethnography	  over	  the	  course	  of	  the	  1970s.	  	  Drawing	  on	  these	  changes,	  
Leach	  published	  an	  article	  in	  1986	  arguing	  for	  the	  importance	  of	  acknowledging	  historical	  
change	  and	  interaction	  in	  ethnography,	  using	  Lost	  Magic	  Kingdoms	  as	  an	  example	  of	  how	  
the	  Museum	  of	  Mankind	  had	  integrated	  this	  into	  its	  displays.122	  	  At	  the	  Museum	  of	  
Mankind	  itself,	  this	  was	  explored	  in	  a	  three-­‐day	  interdisciplinary	  conference	  in	  February	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
118	  Lost	  Magic	  Kingdoms	  was	  reviewed	  by	  most	  of	  the	  national	  newspapers,	  these	  reviews	  are	  collected	  
together	  in	  the	  British	  Museum’s	  archive	  file	  on	  the	  exhibition	  (British	  Museum	  Archive,	  Lost	  Magic	  Kingdoms	  
exhibition	  file).	  
119	  Letters,	  Times	  Literary	  Supplement,	  7th	  February	  1986,	  41.	  	  McLeod	  has	  acknowledged	  that	  the	  letter	  was	  
thought	  to	  have	  been	  sent	  by	  a	  member	  of	  the	  British	  Museum	  staff	  (Malcolm	  McLeod,	  personal	  
communication,	  April	  2012).	  	  Leach	  dismissed	  Brant’s	  concerns	  in	  the	  following	  edition,	  reassuring	  him	  that	  
‘‘the	  Keeper	  of	  the	  Museum	  of	  Mankind	  knows	  his	  anthropological	  and	  educational	  business	  very	  well	  indeed’	  
(Letters,	  Times	  Literary	  Supplement,	  21st	  February	  1986,	  191).	  
120	  Tristan	  Platt,	  ‘Museums,	  Tourism	  and	  the	  Devil	  at	  Burlington	  Gardens’,	  Anthropology	  Today,	  3:4	  (August	  
1987),	  13.	  
121	  See	  for	  example,	  McLeod’s	  letter	  to	  the	  Guardian,	  23rd	  December	  1985,	  p10.	  	  In	  his	  catalogue	  essay	  ‘Paolozzi	  
and	  Identity’	  McLeod	  outlined	  the	  relevance	  of	  Paolozzi’s	  approach	  in	  detail.	  	  McLeod’s	  essay	  was	  reproduced	  
in	  Studio	  International	  199:1012	  (March	  1986).	  
122	  Edmund	  Leach,	  ‘Tribal	  Ethnography:	  Past,	  Present,	  Future’,	  Cambridge	  Anthropology	  11:2	  (1986),	  10.	  Leach	  
challenges	  Lévi-­‐Strauss’	  distinction	  in	  the	  1960s	  of	  ‘cold’	  static,	  primitive	  societies,	  and	  ‘hot’	  constantly	  evolving	  
modern	  societies,	  arguing	  that:	  ‘There	  can	  be	  no	  future	  for	  tribal	  ethnography	  of	  a	  purportedly	  ‘objective’	  kind.	  	  
Ethnographers	  must	  admit	  the	  reflexivity	  of	  their	  activities;	  they	  must	  become	  autobiographical.’	  Ibid.,	  12.	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1986,	  titled	  Making	  Exhibitions	  of	  Ourselves:	  The	  Limits	  of	  Objectivity	  in	  the	  
Representations	  of	  Other	  Cultures.	  	  As	  part	  of	  this	  more	  reflexive	  mode	  of	  anthropological	  
thinking,	  the	  history	  and	  potential	  of	  museum	  display	  became	  established	  as	  a	  field	  of	  
research	  in	  its	  own	  right.	  	  Many	  of	  the	  contributors	  to	  the	  Making	  Exhibitions	  conference	  
went	  on	  to	  become	  leading	  figures	  in	  this	  field	  in	  the	  late	  1980s	  and	  1990s.123	   	  
	   The	  extent	  to	  which	  Lost	  Magic	  Kingdoms	  embodied	  this	  reflexive	  approach	  was	  
also	  questioned	  by	  artists	  and	  art	  historians.	  	  In	  their	  review	  of	  Lost	  Magic	  Kingdoms	  the	  art	  
historians	  Annie	  Coombes	  and	  Jill	  Lloyd	  challenged	  the	  act	  of	  juxtaposing	  Western	  and	  non-­‐
Western	  objects,	  arguing	  that	  the	  exhibition	  remained	  rooted	  in	  the	  principles	  of	  Western	  
primitivism.124	  	  They	  questioned	  the	  extent	  to	  which	  Paolozzi’s	  working	  method	  actually	  
departed	  from	  the	  Primitivism	  exhibition	  at	  MoMA	  (1984),	  describing	  Lost	  Magic	  Kingdoms	  
as	  a	  ‘translation	  of	  modernist	  primitivism	  into	  a	  pop	  jamboree’	  –	  ‘a	  superficial	  variation	  on	  
well-­‐worn	  themes’	  the	  limits	  of	  which	  had	  already	  been	  demonstrated	  in	  the	  MoMA	  
show.125	  	  Although	  Coombes	  and	  Lloyd	  retain	  an	  optimism	  for	  the	  possibilities	  of	  cross-­‐
disciplinary	  collaborations	  like	  Lost	  Magic	  Kingdoms,	  the	  project’s	  failure	  to	  challenge	  the	  
‘conservative	  art	  historical	  concept	  of	  artistic	  genius’,	  by	  positioning	  Paolozzi	  as	  editor,	  is	  
considered	  to	  undermine	  any	  possibility	  of	  critiquing	  Western	  aesthetic	  values:	  	  	  	  
	  
It	  is	  as	  a	  Western	  observer	  gifted	  with	  a	  ‘special	  sensibility’	  that	  he	  has	  the	  
authority	  to	  make	  his	  selection	  from	  the	  museum’s	  300,000-­‐strong	  store	  of	  objects.	  	  
The	  emphasis	  is	  thus	  on	  Paolozzi’s	  extraordinary	  proclivity	  for	  discovering	  artiness	  
in	  these	  art-­‐y-­‐facts	  despite	  the	  maker’s	  intentions.	  […]	  For	  Paolozzi	  then,	  the	  real	  
value	  of	  other	  material	  cultures	  lies	  in	  what	  they	  can	  offer	  by	  way	  of	  inspiration	  to	  
the	  European	  artist.126	  	  
	  
This	  line	  of	  criticism	  highlights	  the	  distinction	  between	  the	  artist	  as	  modern	  and	  Western,	  
and	  the	  ethnographic	  collections	  as	  traditional	  and	  ‘non-­‐Western’	  which	  remained	  central	  
to	  Lost	  Magic	  Kingdoms	  as	  a	  project.	  	  In	  the	  catalogue	  this	  dichotomy	  is	  explicit	  from	  the	  
outset,	  McLeod	  introduces	  the	  exhibition	  as	  exploring	  the	  influence	  of	  the	  ethnographic	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
123	  Speakers	  included	  Brian	  Durrans,	  Susan	  Pearce,	  Eileen	  Hooper-­‐Greenhill,	  Partha	  Mitter,	  Annie	  Coombes,	  
Elizabeth	  Edwards,	  Charlotte	  Townsend-­‐Gaunt,	  Anthony	  Shelton,	  Guy	  Brett,	  Michael	  Ames,	  Susanne	  Kuechler.	  	  
For	  a	  full	  list	  of	  participants	  see	  Brian	  Durrans,	  ‘Report	  on	  the	  Meeting’,	  Museum	  Etnographers	  Group	  
Newsletter	  21	  (April	  1987).	  
124	  Annie	  Coombes	  and	  Jill	  Lloyd,	  ‘’Lost	  and	  Found’	  at	  the	  Museum	  of	  Mankind’,	  Art	  History	  9:4	  (December	  
1986),	  540-­‐5.	  
125	  Ibid.,	  541.	  
126	  Ibid.,	  542.	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collections	  on	  ‘Western	  artists’.127	  	  Paolozzi’s	  commentary	  on	  the	  exhibition	  often	  reaffirms	  
this	  position,	  in	  particular	  through	  vague	  references	  to	  an	  indistinct	  category	  of	  primitive	  
art.	  	  Given	  the	  debates	  about	  cultural	  identity	  and	  representation	  in	  the	  arts	  that	  were	  well	  
underway	  amongst	  artists	  in	  London	  by	  1985	  this	  unqualified	  assumption	  underpinning	  
Lost	  Magic	  Kingdoms	  was	  controversial.	  	  	  
	   The	  artist	  Susan	  Hiller	  addressed	  the	  problematic	  implications	  of	  this	  distinction	  in	  
Lost	  Magic	  Kingdoms.	  	  As	  part	  of	  her	  contribution	  to	  the	  Making	  Exhibitions	  conference	  at	  
the	  Museum	  of	  Mankind	  (1986),	  Hiller	  circulated	  her	  review	  of	  Sacred	  Circles	  (1978)	  as	  a	  
context	  for	  her	  paper,	  which	  was	  titled	  ‘An	  Artist	  Looks	  at	  Ethnographic	  Exhibitions’.128	  	  
Hiller	  references	  a	  resurgence	  of	  a	  ‘neo-­‐primitivism’	  in	  the	  work	  of	  many	  European	  and	  
American	  artists	  in	  the	  eight	  years	  since	  Sacred	  Circles,	  before	  stating	  that:	  
	  
What	  I	  wish	  to	  emphasise	  here	  is	  that	  the	  problems	  I	  raised	  in	  ‘Sacred	  Circles’	  are	  
problems	  not	  just	  for	  the	  general	  public,	  but	  also	  for	  any	  artist	  who	  works	  in	  a	  
culture	  permeated	  with	  references	  to	  ‘the	  primitive’,	  and	  in	  a	  visual	  tradition	  
crammed	  with	  borrowings	  or	  influences	  from	  tribal	  or	  ethnographic	  cultures.129	  
	  
Hiller’s	  concern	  with	  freeing	  the	  fantasy	  of	  a	  primitive	  other	  from	  its	  projection	  onto	  real,	  
other	  people	  went	  beyond	  Paolozzi’s	  concerns	  in	  Lost	  Magic	  Kingdoms.	  	  Like	  Coombes	  and	  
Lloyd,	  her	  experience	  of	  Paolozzi’s	  project	  was	  one	  of	  simply	  reproducing	  this	  fantasy	  of	  
the	  primitive,	  because	  it	  limited	  itself	  to	  the	  ‘subjective	  feelings	  and	  cultural	  values	  of	  
Western	  society’.130	  	  Hiller	  sets	  out	  her	  own	  interest	  as	  an	  artist	  in	  displacing	  this	  position,	  
in	  images	  that	  challenged,	  rather	  than	  recreated,	  primitivist	  fantasies.	  	  In	  conclusion,	  Hiller	  
states	  that:	  
	  
There	  is	  only	  one	  way	  that	  ethnographic	  exhibitions	  themselves	  can	  become	  part	  of	  
the	  process	  of	  bringing	  to	  light	  the	  way	  our	  culture	  constructs	  itself	  in	  opposition	  to	  
a	  fantasised	  and	  oppressed	  other:	  the	  basic	  facts	  are	  that	  ‘we’	  have	  in	  ‘our’	  
possession	  a	  multitude	  of	  important	  objects,	  whose	  display	  by	  us	  commemorates	  
our	  subjugation	  of	  the	  makers	  and	  our	  destruction	  of	  their	  history,	  and	  perpetuates	  
our	  attempt	  to	  obliterate	  their	  indigenous	  realities.	  	  It	  would	  be	  educational,	  to	  say	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
127	  Malcolm	  McLeod,	  ‘Paolozzi	  and	  Identity’,	  in	  Lost	  Magic	  Kingdoms	  (1985),	  15.	  	  
128	  Susan	  Hiller	  ‘An	  Artist	  Looks	  at	  Ethnographic	  Exhibitions’	  (1986)	  in	  Thinking	  About	  Art:	  Conversations	  with	  
Susan	  Hiller,	  ed.	  Einzig	  (1996).	  	  Hiller	  also	  refers	  to	  her	  installation	  Fragments	  (1977/8).	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  Ibid.,	  32.	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  Ibid.,	  34.	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the	  least,	  if	  ethnographic	  exhibitions	  would	  begin	  to	  make	  us	  aware	  of	  the	  
interaction	  between	  the	  objects	  displayed	  and	  our	  own	  history.131	  
	  
It	  is	  significant	  that	  Paolozzi’s	  project	  was	  not	  seen	  to	  fulfil	  these	  aspirations.	  	  By	  
the	  mid-­‐1980s	  artists	  like	  Hiller	  were	  questioning	  the	  purpose	  of	  ethnographic	  displays	  in	  
ways	  that	  superseded	  Paolozzi	  or	  McLeod’s	  intentions	  in	  Lost	  Magic	  Kingdoms.	  	  In	  this	  
context,	  rather	  than	  reflecting	  on	  the	  function	  of	  primitivist	  fantasies	  or	  on	  the	  impact	  of	  
actual	  historical	  relationships,	  Lost	  Magic	  Kingdoms	  was	  seen	  as	  reaffirming	  the	  conditions	  
of	  primitivism.	  	  Hiller	  expanded	  on	  this	  in	  a	  series	  of	  seminars	  at	  the	  Slade	  School	  of	  Art	  
from	  1985-­‐6.	  	  Lost	  Magic	  Kingdoms	  and	  the	  MoMA	  Primitivism	  exhibition	  are	  cited	  as	  
sources	  of	  inspiration	  for	  the	  seminars	  which	  aimed	  to	  decipher	  the	  colonialist	  and	  racist	  
assumptions	  hidden	  in	  juxtapositions	  of	  modern	  and	  ethnographic	  art.132	  	  The	  publication	  
The	  Myth	  of	  Primitivism	  (1991)	  brings	  together	  the	  contributions	  to	  this	  seminar	  series	  and	  
reflects	  the	  complexity	  of	  the	  debate	  in	  this	  field	  in	  London	  in	  the	  mid-­‐1980s.	  	  Contributors	  
included	  Rasheed	  Araeen,	  Guy	  Brett,	  Annie	  Coombes,	  Jill	  Lloyd,	  Jean	  Fisher,	  Daniel	  Miller	  
and	  a	  number	  of	  other	  artists,	  art	  historians	  and	  anthropologists,	  who	  challenge	  
assumptions	  about	  what	  constitutes	  ‘art’	  and	  the	  identity	  of	  the	  artist	  when	  making	  the	  
distinction	  between	  artist	  and	  ethnographic	  collection.	  	  This	  is	  not	  resolved,	  a	  diversity	  of	  
stances	  is	  presented,	  some	  of	  which	  contradict	  each	  other.	  	  The	  themes	  that	  emerge	  
include	  the	  impact	  of	  colonialism	  and	  the	  implications	  of	  silencing	  the	  supposedly	  
‘primitive’	  other,	  the	  Eurocentric	  definitions	  of	  art	  and	  the	  artist	  operating	  in	  art	  history	  
and	  the	  art	  world,	  and	  the	  potential	  role	  of	  the	  artist	  in	  disrupting	  this	  hierarchy	  to	  enable	  
‘other’	  voices.	  	  Together	  they	  reflect	  the	  new	  ways	  that	  the	  relationship	  between	  art	  
practice	  and	  ethnography	  was	  being	  interpreted	  by	  the	  mid-­‐1980s,	  drawing	  on	  the	  political	  
and	  cultural	  changes	  that	  had	  taken	  place	  over	  the	  course	  of	  the	  1960s	  and	  1970s.	  	  	  	  	  
This	  debate	  puts	  the	  disruptive	  agency	  of	  Paolozzi’s	  exhibition	  in	  perspective.	  	  
There	  was	  clearly	  a	  sense	  that	  his	  aspirations	  for	  generating	  new	  meanings	  through	  a	  
horizontal	  approach	  to	  visual	  culture	  were	  seen	  by	  some	  to	  be	  limited.	  	  Coombes	  and	  Lloyd	  
emphasised	  this	  in	  their	  assessment	  Lost	  Magic	  Kingdoms.:	  	  	  
	  
In	  his	  introduction	  to	  the	  catalogue	  he	  envisages	  a	  new	  type	  of	  museum	  culture	  
where	  fakes	  would	  be	  displayed	  alongside	  ‘distinguished	  reproductions,	  copies	  of	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  Ibid.	  
132	  Susan	  Hiller,	  The	  Myth	  of	  Primitivism:	  Perspectives	  on	  Art	  (London	  and	  New	  York:	  Routledge,	  1991),	  5.	  
	  
171	  
	  
masterpieces’,	  affecting	  a	  break-­‐down	  in	  the	  ‘network	  of	  painters,	  dealers,	  and	  the	  
auction	  houses’	  (P11).	  	  Once	  again,	  the	  theory	  and	  practice	  of	  the	  exhibition	  are	  at	  
odds,	  as	  Lost	  Magic	  Kingdoms	  demonstrates	  clearly	  that	  the	  established	  authority	  
of	  the	  professional	  artist	  and	  national	  museum	  alone	  guarantees	  a	  licence	  for	  this	  
type	  of	  activity.	  	  Papier-­‐mâché	  sculptures	  by	  Paolozzi	  as	  relics	  of	  this	  well-­‐
publicised	  and	  critically	  acclaimed	  exhibition	  would	  be,	  after	  all,	  not	  so	  very	  difficult	  
to	  sell.133	  
	  
By	  drawing	  these	  conflicting	  reactions	  to	  Lost	  Magic	  Kingdoms	  together	  the	  impact	  
that	  changing	  historical	  contexts	  have	  on	  the	  agency	  of	  assemblage-­‐based	  practices	  is	  
reaffirmed.	  	  This	  complicates	  the	  parallels	  that	  continue	  to	  be	  drawn	  between	  Lost	  Magic	  
Kingdoms,	  Paolozzi’s	  experiences	  in	  Paris	  in	  the	  1940s	  and	  his	  projects	  with	  the	  
Independent	  Group	  in	  the	  1950s.	  	  Although	  Paolozzi	  himself	  stressed	  the	  relevance	  of	  
these	  parallels,	  definitions	  of	  culture	  and	  of	  the	  dynamics	  of	  taking	  a	  horizontal	  approach	  
had	  changed	  in	  the	  intervening	  forty	  years.	  	  Paolozzi’s	  exhibition	  with	  the	  Museum	  of	  
Mankind	  in	  1985	  exaggerated	  this	  by	  locating	  his	  assemblage-­‐based	  approach	  in	  an	  
environment	  where	  volatile	  ideas	  about	  art,	  ethnography	  and	  display	  intersected.	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Conclusion	  
The	  intention	  of	  this	  research	  was	  to	  open	  up	  a	  more	  complex,	  interdisciplinary	  account	  of	  
the	  relationship	  between	  artists,	  ethnography	  and	  display	  in	  postwar	  London.	  	  In	  particular,	  
I	  wanted	  to	  understand	  and	  contextualise	  how	  this	  relationship	  had	  been	  influenced	  by	  
assemblage-­‐based	  approaches	  to	  ethnographic	  objects,	  something	  which	  has	  not	  been	  fully	  
explored	  in	  the	  existing	  art	  historical	  scholarship	  in	  this	  field.	  	  As	  a	  framework	  for	  this	  
investigation,	  I	  used	  the	  connections	  that	  Eduardo	  Paolozzi	  made	  between	  his	  formative	  
experiences	  of	  exhibition-­‐making	  with	  the	  Independent	  Group	  in	  the	  1950s,	  and	  his	  
collaborative	  exhibition	  project	  with	  the	  Museum	  of	  Mankind	  in	  London	  in	  1985.	  	  I	  wanted	  
to	  know	  how	  changing	  attitudes	  towards	  ethnographic	  objects,	  art	  practice	  and	  cultural	  
identity	  in	  this	  period	  impacted	  on	  the	  relevance	  and	  agency	  of	  assemblage.	  	  I	  wanted	  to	  
know	  how	  this	  could	  inform	  contemporary	  approaches	  to	  assemblage	  as	  a	  methodology	  for	  
engaging	  with	  the	  complex,	  fluid	  relationships	  between	  people,	  ideas,	  and	  objects	  that	  
exhibitions	  can	  stimulate.	  	  Thus,	  this	  thesis	  posed	  two	  main	  research	  questions:	  	  what	  was	  
the	  impact	  of	  assemblage	  on	  the	  ways	  that	  artists	  engaged	  with	  ethnographic	  objects	  in	  
postwar	  London?	  And,	  how	  useful	  is	  assemblage	  as	  a	  methodological	  approach	  in	  art	  
history?	  	  
	  
The	  impact	  of	  assemblage	  on	  artists’	  engagement	  with	  ethnographic	  objects	  in	  postwar	  
London	  
This	  thesis	  has	  shown	  that	  in	  the	  postwar	  period	  assemblage	  was	  interpreted	  by	  artists	  not	  
simply	  as	  a	  formal	  category	  but	  as	  an	  act	  of	  engagement	  with	  their	  environment.1	  	  In	  this	  
context,	  ethnographic	  objects	  appealed	  to	  artists	  as	  a	  source	  of	  inspiration	  in	  new	  ways.	  	  
Artists	  were	  drawn	  to	  the	  diverse	  material	  qualities	  of	  these	  objects,	  but	  more	  specifically	  
to	  their	  association	  with	  a	  lived	  environment;	  ethnographic	  objects	  were	  things	  that	  were	  
used,	  that	  depended	  on	  a	  process	  of	  interaction.	  	  As	  the	  art	  historian	  Julia	  Kelly	  has	  
suggested,	  art	  had	  become	  ‘less	  an	  object	  for	  contemplation	  and	  poetic	  transfiguration	  
than	  a	  tool	  for	  doing	  things’	  and	  this	  reinvigorated	  the	  relevance	  of	  anthropology	  and	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  As	  discussed	  in	  my	  introduction	  to	  this	  thesis,	  this	  shift	  was	  acknowledged	  at	  the	  time,	  notably	  by	  Lawrence	  
Alloway	  during	  the	  seminal	  exhibition	  The	  Art	  of	  Assemblage	  at	  MoMA,	  New	  York	  (1961).	  	  The	  impact	  of	  
assemblage	  as	  an	  act	  of	  engagement	  is	  discussed	  in	  the	  papers	  that	  resulted	  from	  the	  conference	  Assemblage,	  
Bricolage	  and	  the	  Obsolete	  (2006),	  published	  in	  the	  special	  issue	  ‘The	  Science	  of	  the	  Concrete’	  Art	  Journal	  67:1	  
(Spring	  2008).	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ethnographic	  objects.2	  	  A	  recognition	  of	  this	  shift	  has	  renewed	  analogies	  between	  art	  
practice	  and	  anthropology	  in	  recent	  art	  historical	  scholarship,	  with	  a	  focus	  on	  artists	  in	  
postwar	  London.3	  	  Such	  analogies	  are	  revealing	  and	  have	  provided	  important	  insights	  into	  
the	  ways	  that	  these	  artists	  were	  working.	  	  However,	  this	  thesis	  has	  shown	  that	  a	  more	  
complex	  relationship	  between	  art	  practice	  and	  anthropology	  was	  already	  being	  negotiated	  
in	  the	  postwar	  period.	  	  This	  expanded	  view	  enhances	  our	  understanding	  of	  the	  material	  
and	  cultural	  environment	  that	  artists	  were	  working	  in	  and	  crucially,	  helps	  to	  position	  the	  
shifting	  relevance	  and	  agency	  of	  their	  assemblage-­‐based	  practices.	  	  	   	   	  
	   The	  first	  three	  chapters	  of	  this	  thesis	  have	  shown	  that	  juxtapositions	  of	  modern	  art	  
and	  ethnographic	  objects	  and	  images	  at	  the	  ICA	  in	  the	  postwar	  period	  deliberately	  
departed	  from	  demonstrating	  the	  formal	  affinities	  that	  had	  fascinated	  earlier	  modernist	  
artists	  and	  critics.	  	  As	  Herbert	  Read	  stated	  in	  1948,	  that	  approach	  was	  seen	  by	  then	  to	  be	  
‘rather	  obvious’.4	  	  The	  new	  juxtapositions	  made	  at	  the	  ICA	  were	  an	  integral	  part	  of	  the	  
Institute’s	  vision	  for	  the	  arts	  as	  actively	  embedded	  in	  society.	  	  Within	  this,	  significant	  
weight	  was	  given	  to	  the	  conditions	  that	  were	  seen	  to	  distinguish	  modern	  and	  ‘primitive’	  
societies.	  	  This	  stimulated	  new	  relationships	  with	  anthropologists	  and	  complex	  arguments	  
about	  the	  relevance	  of	  ethnographic	  objects	  for	  artists.	  	  Despite	  the	  alternative	  
perspectives	  that	  this	  lively	  debate	  brought	  out,	  at	  the	  ICA	  ethnographic	  objects	  continued	  
to	  be	  associated	  with	  a	  primordial	  force	  that	  connected	  artworks	  across	  time	  and	  space.	  	  I	  
have	  shown	  that	  this	  was	  fuelled	  in	  part	  by	  an	  influential	  relationship	  between	  the	  Institute	  
and	  William	  Fagg,	  who	  worked	  for	  the	  British	  Museum’s	  Ethnography	  Department.	  	  Fagg’s	  
definition	  of	  ethnographic	  objects	  as	  ‘tribal	  art’	  was	  consistently	  challenged	  by	  some	  
anthropologists	  (notably	  Edmund	  Leach)	  for	  failing	  to	  allow	  for	  the	  impact	  of	  specific	  social	  
and	  cultural	  conditions.	  	  Parallels	  emerge	  between	  Leach’s	  position	  and	  the	  Independent	  
Group’s	  approach	  to	  material	  culture,	  which	  sought	  to	  challenge	  Read’s	  ‘obstinate	  
absolutes’.5	  	  However,	  I	  have	  shown	  that	  these	  shared	  interests	  failed	  to	  converge	  at	  the	  
ICA	  in	  the	  1950s.	  	  In	  part,	  this	  was	  because	  of	  the	  stark	  distinctions	  that	  remained	  in	  place	  
between	  ‘primitive’	  and	  modern	  societies	  for	  artists	  and	  anthropologists	  in	  London	  in	  this	  
period.	  	  I	  have	  used	  this	  to	  distinguish	  the	  specific	  conditions	  that	  were	  associated	  with	  
anthropology	  and	  ethnography	  and	  to	  draw	  out	  the	  meanings	  that	  were	  attached	  to	  
ethnographic	  objects,	  as	  opposed	  to	  other	  ‘found’	  objects.	  	  This	  brings	  the	  crucial	  role	  of	  
their	  association	  with	  a	  cultural	  ‘other’	  back	  into	  focus.	   	  	   	   	   	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2	  Kelly	  (2008),	  30.	  
3	  Spencer	  (2012);	  Foster	  (	  2011).	  
4	  Read,	  ‘Foreword’	  in	  Archer	  and	  Melville	  (1948).	  
5	  Whiteley	  (2012),	  43.	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   Over	  the	  course	  of	  the	  1960s	  William	  Fagg’s	  definition	  of	  ‘tribal	  art’	  was	  actively	  
extended	  to	  the	  work	  of	  contemporary	  practitioners	  at	  the	  ICA.	  	  An	  inevitable,	  rather	  than	  
self-­‐directed	  connection	  with	  cultural	  traditions	  reinforced	  distinctions	  between	  Western	  
and	  non-­‐Western	  artists.	  	  Reconfigured	  juxtapositions	  emerged,	  for	  example	  between	  
traditional	  African	  art,	  non-­‐traditional	  African	  art,	  and	  ‘African	  influences	  upon	  Western	  
Schools’.	  	  The	  latter	  category	  was	  made	  up	  of	  European	  and	  American	  artists	  whose	  work	  
was	  considered	  to	  engage	  with	  the	  vital,	  primordial	  force	  of	  tribal	  art.	  	  The	  assemblage-­‐
based	  works	  of	  artists	  like	  Eduardo	  Paolozzi	  were	  comfortably	  fitted	  into	  this	  narrative	  at	  
the	  ICA.	  	  Although	  there	  are,	  of	  course,	  other	  ways	  of	  interpreting	  Paolozzi’s	  assemblages,	  I	  
have	  argued	  that	  in	  this	  context	  his	  approach	  to	  ethnographic	  objects	  and	  images	  nuanced,	  
rather	  than	  overtly	  challenged	  or	  disrupted	  distinctions	  between	  ‘primitive’	  and	  modern	  
art.	  	  	   	   	   	   	   	   	   	   	   	   	  
	   In	  the	  1970s	  the	  ways	  that	  artists	  and	  anthropologists	  engaged	  with	  ethnographic	  
objects	  changed	  significantly.	  	  My	  discussion	  of	  this	  in	  Chapters	  4	  and	  5	  has	  shown	  how	  the	  
politics	  of	  cultural	  representation	  influenced	  changes	  in	  artistic	  practice,	  anthropology	  and	  
display	  in	  London	  in	  this	  period.	  	  I	  have	  located	  the	  new	  approaches	  to	  ethnographic	  
objects	  put	  forward	  by	  the	  artists	  Susan	  Hiller,	  David	  Medalla	  and	  Rasheed	  Araeen	  in	  this	  
context,	  to	  demonstrate	  that	  artists	  were	  overtly	  challenging	  the	  dynamics	  of	  primitivism	  in	  
London’s	  artworld	  in	  the	  1970s.	  	  This	  is	  set	  in	  parallel	  with	  academic	  anthropology’s	  
renewed	  interest	  in	  non-­‐Western	  material	  culture.	  	  Against	  this	  background	  of	  diverse	  
approaches	  to	  ethnographic	  objects,	  the	  mixed	  reactions	  to	  Paolozzi’s	  assemblage-­‐based	  
exhibition	  at	  the	  Museum	  of	  Mankind	  in	  1985	  begin	  to	  make	  sense.	  	  My	  analysis	  of	  Lost	  
Magic	  Kingdoms	  in	  Chapter	  5	  demonstrated	  that	  the	  impact	  of	  this	  exhibition	  and	  the	  
relevance	  of	  Paolozzi’s	  assemblage-­‐based	  practice	  can	  only	  be	  fully	  appreciated	  by	  bringing	  
these	  different	  historical	  and	  disciplinary	  narratives	  together.	  	  	  
	  
Assemblage	  as	  a	  Methodological	  Approach	  in	  Art	  History	  	  
By	  drawing	  together	  multiple	  narratives,	  this	  thesis	  has	  shown	  that	  the	  impact	  of	  
assemblage	  on	  the	  ways	  that	  artists	  engaged	  with	  ethnographic	  objects	  was	  complex	  and	  
changed	  significantly	  in	  the	  period	  addressed.	  	  It	  has	  shown	  that	  the	  experimental,	  
innovative	  approaches	  to	  material	  culture	  associated	  with	  the	  Independent	  Group’s	  
exhibition	  projects	  were	  interwoven	  with	  an	  attachment	  to	  primitivism	  at	  the	  ICA.	  	  Rather	  
than	  treating	  these	  as	  two	  separate	  fields	  of	  activity,	  I	  have	  approached	  them	  as	  part	  of	  the	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same	  material	  and	  cultural	  environment.	  	  This	  methodology	  allows	  contradictory	  ideas	  and	  
practices	  to	  operate	  alongside	  each	  other,	  rather	  than	  seeking	  to	  establish	  a	  fixed,	  cohesive	  
narrative.	  	  This	  was	  integral	  to	  the	  ICA’s	  vision	  as	  an	  institution	  and	  has	  allowed	  for	  a	  more	  
detailed	  and	  complex	  account	  of	  the	  Institute’s	  interdisciplinary	  approach	  to	  the	  arts.	  
	   	  	  I	  have	  used	  this	  methodology	  to	  trace	  connections	  between	  exhibitions	  and	  
debates	  that	  have	  not	  been	  previously	  explored	  and	  to	  recover	  an	  over-­‐looked	  enthusiasm	  
for	  anthropology	  at	  the	  ICA	  that	  nurtured	  new,	  influential	  relationships.	  	  I	  have	  been	  
cautious	  not	  to	  labour	  the	  significance	  of	  these	  relationships.	  	  It	  would	  be	  a	  distortion	  of	  
history	  to	  suggest,	  for	  example,	  that	  Alloway	  or	  Paolozzi	  were	  well	  acquainted	  with	  Fagg	  or	  
Leach,	  that	  Benthall	  and	  Medalla’s	  ideas	  were	  representative	  of	  London’s	  artworld	  in	  the	  
1970s,	  or	  that	  Hiller	  and	  McLeod	  were	  in	  direct	  conversation.	  	  My	  intention	  has	  been	  to	  
demonstrate	  that	  together,	  these	  interdisciplinary	  relationships	  played	  a	  pivotal	  role	  in	  
shaping	  interpretations	  of	  ethnographic	  objects	  –	  and	  more	  broadly,	  of	  culture	  -­‐	  in	  
London’s	  changing	  artworld.	  	  This	  approach	  has	  enabled	  me	  to	  contextualise	  the	  formalist	  
narrative	  that	  has	  sustained	  the	  emphasis	  in	  art	  history	  on	  early	  modernist	  artists’	  
experiences	  of	  ethnographic	  objects.	  	  By	  looking	  at	  the	  different	  ways	  that	  this	  was	  
interpreted	  at	  the	  ICA	  in	  the	  postwar	  period,	  the	  historical	  contingency	  of	  terms	  like	  
‘primitive’,	  ‘tribal’,	  and	  ‘non-­‐Western’	  begins	  to	  unfold.	  	  As	  contemporary	  scholars	  across	  
the	  disciplines	  of	  art	  history	  and	  anthropology	  have	  recognised,	  this	  process	  is	  crucial	  to	  
destabilising	  the	  continuing	  potency	  of	  cultural	  primitivism.6	   	   	   	  
	   My	  discussion	  of	  the	  changing	  dynamics	  of	  the	  relationship	  between	  artists	  and	  
anthropologists	  at	  the	  ICA	  begins	  to	  contextualise	  references	  to	  anthropology	  and	  
ethnography	  in	  histories	  of	  postwar	  British	  art.7	  	  Yet	  my	  focus	  on	  the	  changing	  status	  of	  
objects	  is	  selective	  and	  there	  is	  considerable	  scope	  to	  develop	  this	  field	  of	  research,	  for	  
example	  by	  examining	  the	  broader	  conditions	  of	  visual	  culture	  and	  display.	  	  However,	  this	  
thesis	  makes	  a	  contribution	  to	  reinstating	  the	  impact	  that	  changing	  cultural	  attitudes	  in	  the	  
postwar	  period	  had	  on	  artists’	  interest	  in	  ethnographic	  objects	  and	  museums	  after	  1984.8	  	  
Paolozzi’s	  Lost	  Magic	  Kingdoms	  has	  been	  a	  poignant	  catalyst	  for	  demonstrating	  this.	  	  For	  
example,	  by	  placing	  this	  exhibition	  in	  its	  historical	  context,	  my	  research	  questions	  recent	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6	  See	  Arrowsmith	  (2011),	  Sherman	  (2011),	  Harrison,	  Bryne	  and	  Clarke,	  eds.	  (2013).	  	  	  
7	  For	  example,	  I	  presented	  my	  research	  into	  Fagg’s	  relationship	  with	  the	  ICA	  at	  an	  international	  conference	  
organised	  by	  the	  Courtauld	  Institute	  and	  the	  Royal	  Anthropological	  Institute,	  William	  Fagg	  and	  the	  Study	  of	  
African	  Art,	  April	  2015.	  	  My	  paper	  was	  part	  of	  a	  panel	  addressing	  Fagg’s	  impact	  on	  perceptions	  of	  modern	  art	  
chaired	  by	  Christopher	  Green.	  	  The	  other	  papers	  for	  this	  panel	  were	  given	  by	  Margaret	  Garlake	  and	  Elizabeth	  
Harney.	  	  
8	  As	  discussed	  in	  my	  introduction	  to	  this	  thesis,	  the	  postwar	  period	  through	  to	  1984	  has	  been	  largely	  overlooked	  
in	  this	  field,	  particularly	  in	  the	  British	  context.	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attempts	  to	  detach	  Paolozzi’s	  project	  from	  the	  discourses	  of	  primitivism	  and	  surrealism	  in	  
order	  to	  demonstrate	  ‘its	  more	  expansive	  curatorial	  philosophy’.9	  	  In	  contrast,	  my	  research	  
has	  engaged	  directly	  with	  these	  discourses,	  embracing	  the	  connections	  and	  contradictions	  
that	  were	  in	  play.10	  	  Finally,	  the	  broader	  themes	  of	  this	  thesis	  add	  an	  additional	  layer	  of	  
complexity	  to	  the	  changing	  ways	  that	  internationalism	  has	  been	  interpreted	  in	  London’s	  
artworld.	  	  For	  example,	  it	  adds	  an	  additional	  critical	  context	  to	  Tate’s	  recent	  acquisition	  and	  
display	  of	  works	  by	  Wifredo	  Lam,	  Ibrahim	  El	  Salahi,	  Valente	  Malangatana,	  David	  Medalla	  
and	  Rasheed	  Araeen.	  	  This	  is	  part	  of	  their	  expanded	  approach	  to	  exhibiting	  the	  history	  of	  
modern	  art.11	   	   	   	   	   	   	   	   	   	  
	   In	  conclusion,	  this	  thesis	  has	  shown	  that	  the	  changing	  relevance	  of	  ethnographic	  
objects	  for	  artists	  in	  the	  postwar	  period	  was	  interwoven	  with	  a	  consistent	  enthusiasm	  for	  
engaging	  with	  their	  environment.	  	  Interpretations	  of	  this	  attitude	  differed	  and	  changed	  in	  
London	  as	  new	  definitions	  of	  art	  and	  society	  were	  negotiated.	  	  I	  have	  shown	  that	  
exhibitions	  played	  a	  crucial	  role	  in	  this	  process,	  bringing	  together	  different	  kinds	  of	  objects,	  
ideas	  and	  people	  to	  ask	  new	  questions	  about	  our	  relationship	  with	  our	  material	  and	  
cultural	  environment.	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
9	  Levell	  (2015),	  18.	  	  Other	  recent	  references	  to	  Lost	  Magic	  Kingdoms	  that	  distance	  the	  exhibition	  from	  the	  
discourse	  of	  primitivism	  include	  the	  artist	  Grayson	  Perry’s	  reference	  to	  it	  as	  a	  source	  of	  inspiration	  for	  his	  
collaborative	  exhibition	  with	  the	  British	  Museum,	  Tomb	  of	  the	  Unknown	  Craftsman	  (2012).	  Also,	  the	  artist	  
Mariana	  Castillo	  Deball,	  who	  used	  Paolozzi’s	  focus	  on	  material	  processes	  in	  Lost	  Magic	  Kingdoms	  as	  a	  source	  of	  
inspiration	  for	  a	  fascinating	  new	  body	  of	  work,	  displayed	  at	  the	  Chisenhale	  Gallery,	  London	  in	  the	  exhibition	  
What	  we	  caught	  we	  threw	  away,	  what	  we	  didn’t	  catch	  we	  kept	  (2013).	  	  	  
10	  I	  have	  contributed	  an	  essay	  taking	  this	  approach	  to	  Lost	  Magic	  Kingdoms	  to	  the	  catalogue	  for	  an	  Eduardo	  
Paolozzi	  retrospective	  exhibition	  at	  the	  Whitechapel	  Gallery	  (February	  –	  April	  2017),	  Lisa	  Maddigan	  Newby,	  
‘Lost	  Magic	  Kingdoms:	  Eduardo	  Paolozzi’s	  Assemblages	  at	  the	  Museum	  of	  Mankind,	  1985-­‐7’	  in	  Eduardo	  
Paolozzi,	  exhibition	  catalogue,	  ed.	  Daniel	  F	  Herrmann,	  London:	  Whitechapel	  Gallery,	  2017.	  	  
11	  Works	  by	  all	  of	  these	  artists	  have	  been	  included	  in	  the	  redisplays	  of	  the	  permanent	  collection	  at	  Tate	  Modern	  
in	  2016,	  as	  well	  as	  featuring	  in	  temporary	  exhibitions	  at	  Tate	  Modern	  and	  Tate	  Britain.	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Appendix	  
	  
One	  of	  the	  achievements	  of	  the	  research	  carried	  out	  for	  this	  thesis	  has	  been	  to	  reunite	  a	  
full	  set	  of	  case	  images	  for	  the	  exhibition	  Lost	  Magic	  Kingdoms	  at	  the	  Museum	  of	  Mankind	  
(1985-­‐7)	  and	  to	  recover	  a	  plan	  of	  the	  exhibition.	  	  Together	  these	  records	  clarify	  the	  
differences	  between	  this	  version	  of	  the	  exhibition	  and	  the	  touring	  exhibition	  that	  took	  
place	  from	  1988-­‐9,	  for	  which	  an	  illustrated	  guide	  was	  produced.	  	  The	  plan	  and	  original	  
images	  are	  located	  in	  the	  exhibition	  file	  for	  Lost	  Magic	  Kingdoms	  in	  the	  British	  Museum	  
Archive.	  
	  
	  
	  
	  
Lost	  Magic	  Kingdoms,	  Museum	  of	  Mankind,	  London,	  1985-­‐7.	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Case	  1	  ‘Poster	  Reconstruction’	  
	  
	  
	  
Case	  2	  ‘Masks	  and	  Heads’	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Case	  3	  ‘Paper’	  
	  
	  
	  
Case	  4	  ‘Maori	  Figures’	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Case	  5	  ‘Ijo	  Board	  and	  Trading	  Goods’	  
	  
	  
	  
Case	  6	  ‘Tools’	  
197	  
	  
	  
	  
Case	  7	  ‘Clay’	  
	  
	  
	  
Case	  8	  ‘Animals’	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Case	  9	  ‘Ibibio	  Puppets’	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Case	  10	  ‘Textures’	  
	  
	  
	  
Case	  11	  ‘Ijo	  Board	  and	  Trading	  Goods’	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Case	  12	  ‘Day	  of	  the	  Dead’	  
	  
	  
	  
Case	  13	  (Front)	  ‘Colonial	  Explorers	  and	  Shadow	  Puppets’	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Case	  13	  (Rear)	  No	  Working	  Title	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Case	  14	  (Front)	  ‘Music’	  
	  
	  	  	  	  	  	  	   	  
	  
	  	  	  	  	  	  	  	  	  Case	  14	  (Rear)	  ‘Music’	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Case	  15	  (Front)	  ‘Paper	  Moon’	  
	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   	  
	  
Case	  15	  (Rear)	  ‘Paper	  Moon’	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